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MR. LOUIS B. PROUT’S “HARMONIC 
ANALYSIS.” * 


By CHARLES W. PEARCE, Mus. Doc. CANTAB. 


THIS latest contribution to the already rich store of 
English works on Harmony has quite a history of its own. 
On November roth, 1891, the author read a paper before 
the Musical Association, entitled, “A Neglected Aspect 
of Harmony,” in which he especially pointed out the 
comparative want of attention paid by most writers on 
harmony to the progression of notes and chords (par- 
ticularly dissonances) as viewed in their relation to the 
ame yy tonality. This paper was felt by those who 
eard it to contain so much independent and original 
treatment of the subject, that its author was induced to 
write a series of articles upon the analytical aspect of 
harmony, which appeared in the MONTHLY MUSICAL 
RECORD from January to May, 1893. He also read a 
second paper on the subject before the London Section of 
the Incorporated Society of Musicians that same year. 
The little work now under notice may be said to embody 
the chief features of its three predecessors ; but it also 
contains many new points of additional interest, and it is 
further enriched by an ample supplement, which sets 
forth, in a highly practical manner, the application of the 
author’s rules and suggestions, by means of ten fully 
analysed extracts from the works of Handel, Bach (2), 
Mozart, Beethoven, Schubert, Mendelssohn, Schumann, 
Auber, and Grieg. 

Anyone who has not read Mr. L. B. Prout’s previously 
published articles and papers might naturally be disposed 
to think that his “Harmonic Analysis” would prove 
itself to be little more than a kind of companion volume 
to his father’s well-known “ Harmony: its Theory and 
Practice.” This it certainly is, to such an extent that no one 
who possesses one of these books ought to goa day longer 
without the other. But it is a great deal more than this. 
Whilst evidently profiting largely by his father’s teaching, 
Mr. L. B. Prout is bold enough to mark out and follow 
quite a new and independent path of his own ; unfettered 
by any previous theory, be it that of Alfred Day, G. A. 
Macfarren, E. Prout, E. F. Richter, or anyone else. He 
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neither accepts, nor wholly rejects, any theory of harmony 
whatever ; but taking the wide field of musical composi- 
tion as he finds it exemplified in the works of the best 
masters, he succeeds in formulating a system of analysis 
which will help students to read and listen to music with 
at least an intelligent understanding. Performers and 
hearers are probably those for whom the book is primarily 
intended ; but at the same time it is certain that the 
syntactical musician can derive nothing but the highest 
benefit from a careful study of its pages. Even the most 
advanced student of harmony and composition—not to 
say the professor of large and long experience—will find 
in Mr. L. B. Prout’s little work much that is absolutely 
new, and here and there, it must be confessed, some 
rather close and hard reading to be encountered ; but 
no one who really reads the book through from cover to 
cover (and it is difficult to imagine anyone not doing this 
who once begins) will fail to get up from its perusal with 
broader and more enlightened views upon the subject. 
Harmony teachers, as well as pupils, will find some of 
their former difficulties smoothed away, for many matters 
are here touched upon which are never even noticed by 
the ordinary run of text-books and treatises of the mere 
filling-up-figured-bass order. 

For purposes of reference, one would have liked some 
of the “sections” to have been shorter than they are, 
and if the index-numbers referred to the pages rather 
than to the sections, much of the contents could be got 
at with greater facility and readiness. There are no 
formal “chapters,” only “headings,” but these are wisely 
repeated on each page as long as they remain in force. 
A few words will explain the analytical “ notation” 
adopted. Richter’s Roman numerals are used to indicate 
(when printed in italics) the seven mofes of the scale, and 
(when in ordinary type) the chords on these notes. A 
large numeral denotes a chord with a major 3rd, a small 
numeral one with a minor 3rd ; the marks ° and ' in con- 
nection with the numeral show that the 5th of the chord 
is respectively diminished or augmented ; a small 7th 
similarly shows that the chord consists of 7th, 5th, and 
3rd. The Tonic Sol-fa plan of expressing inversions by 
the letters 4, c, and d, is also followed with advantage ; 
but in the analysis of modulating passages it would have 





been better to have indicited the tonic for the time being 
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with a thicker or blacker letter, thus : C ¢ instead of Cc 
(for C major and C minor respectively). : 

The author first instructs his readers how to ascertain 
the key of any passage, and for this purpose fully 
describes the diatonic and chromatic elements of modern 
tonality, giving an account of the basis of the Day theory 
(only so far as it immediately concerns the analyst) 
because, as he truly says, this system of a fixed harmonic 
notation for the chromatic scale considerably simplifies 
the process of analysis. As early as Section 6, art: V., 
we are introduced to what may fairly be described as the 
most prominent feature of Mr. L. B. Prout’s teaching— 
viz., what he calls the principle of dorrowing fundamental 
discords, etc., from the next sharpest and the next flattest 
keys; somewhat as explained by Macfarren in the 
opening of his third Royal Institution lecture delivered in 
1867, but expressed in this little book with a clearness 
and originality quite in advance of anything previously 
written on the subject. A modulation is ingeniously 
described as consisting of two parts: (i.) the suggestion, 
(ii.) the confirmation; (i.) being scarcely possible without 
the introduction of notes alien to the diatonic scale of 
the key quitted. The question of how to avert modula- 
tion after the use of a chromatic chord, is extremely 
well discussed, and summed up in the following brief 
formula :— 


(a) By I. of the prevailing key ; or, 
4 By a §; or, 
c) By “balancing” # by b, or p by ¢. 


Actual modulations are then examined, and the double 
treatment of chords at the moment of modulation 
thoroughly explained. Students will find pp. 10 to 22 
brimful of interest ; the following being certainly features 
of novelty :—A description of chords which pave the way 
for modulation without actually proving it; and an ex- 
planation of how changes of key may be brought about 
by the use of melodic progressions (a highly important 
consideration dealing largely with auxiliary and other 
ornamental notes). Occasionally Mr. L. B. Prout would 
appear to have taken Euclid as the model for constructing 
his sentences ; the following, for example, being written 
in a style which would by no means disgrace the old 
Greek mathematician :—“ If a chromatic discord or chord 
of uncertain tonality be followed by a major common 
chord, the progression containing the fall of a semitone 
to the root of the latter, it (the latter) will almost in- 
variably (unless in its second inversion, § 14, I.) give the 
impression of a dominant chord rather than of a tonic, 
especially if the key of which it would be dominant is 
more closely related with the key quitted than is that of 
which it would be tonic.” One almost expects after 
reading such a sentence as this, to find it followed by a 
more or less elaborately constructed geometrical figure, 
with the usual “ wherefore, if, etc., Q. E. D.” coming after 
the demonstration of the theorem. The usefulness—from 
an educational standpoint—of putting facts into precise 
language cannot be questioned ; the construction of such 
a sentence as that quoted above, proves how thoroughly 
the author has thought out all his statements. 
Transitions, or mere passing modulations, are dealt 
with in a very original manner, it being stated that 
“there is no doubt that these progressions arise, not from 
any desire to modulate, but to give each important con- 
cord its appropriate discord or attendant [dominant] 
concord ;” and, later on (see p. 40) the common chords, 
which are termed “false triads” (viz., major triads on ///,, 
IV., and V/J/.) are suggestively explained as ¢ransitional 
dominants interrupted in their progression to their own 
tonics—a highly original, and strikingly probable solution 





of what may be described as a difficult point in harmonic 
analysis. 

Mr. L. B..Prout’s methods of finding the root of a chord 
are of course familiar to the readers of the MONTHLY 
MUSICAL RECORD: they formed one of the most in- 
teresting of the many distinguishing traits in his series of 
articles which appeared in these columns last year, and 
need only a passing reference in the present notice, for 
they have already commended themselves to teachers as 
the simplest and most ingenious rules of their kind ever 
laid down for the guidance of students. An apparent, 
rather than an actual departure from the teaching of 
previous writers on the “ Day system ” of chord classifica- 
tion is the distinction between the two terms ‘‘inversion ” 
and “derivative” everywhere insisted upon in this book, 
and which our author may have borrowed from Goss. 
By inversion Mr. L. B. Prout understands a re-arrange- 
ment of the notes of an entire chord over some other note 
than the root in the bass ; by derivative he means much 
the same as inversion, except that it is only a re-arrange- 
ment of a certain se/ection of the notes of an entire chord 
which are sounded over some other note than the root 


in the bass. For example, a diatonic on the supertonic 


of a key is the second zaversion of a dominant seventh 
(V,); but a $ over the supertonic (vii°d) is a derivative 
of V,. Curiously enough, our author says nothing about 
this derivative of the dominant 7th—the first specimen of 
its kind likely to be met with by a harmony student ; 
although analysts of a century ago laid great stress upon 
the important difference between V,¢ and vii’d. Dr. 
Crotch once wrote above the bass Avia “When Thou 
tookest upon Thee” in a full score of Handel’s “ Dettingen 
Te Deum” now in the present writer’s possession “ Young 
composer—observe how he avoids the 4 on the second 
note of y° key all thro’ the movement.” The first deriva- 
tive noticed by Mr. L. B. Prout is that familiarly known 
as the “leading 7th,” which with its companion of the 
tonic minor key—the “diminished 7th”—is classed by 
Macfarren and E, Prout (“ Harmony,” § 328) as the first 
inversion of the chord of the 9th ; but as the root (V’) is 
almost invariably absent in either case, there would 
appear to be some show of reason for the alteration of 
the analytical nomenclature from “inversion” to “ deriva- 
tive.” The convenience of this alteration is however 
more perceptible when the diatonic chords of the seventh 
on the various degrees of the scale have to be dealt with. 
From time to time these much-used and beautiful chords 
undergo a considerable amount of different naming and 
treatment at the hands of theorists. One writer, for 
instance, calls them “the prepared discords of the ancient, 
strict, or diatonic style,” unwarrantably insisting upon 
their invariable preparation and fixed resolution with an 
authoritative but autocratic imperiousness wholly at 
variance with their actual use even by early composers. 
Another calls them “secondary sevenths,” a term cer- 
tainly more in accordance with their real character as 
derivatives of the dominant oth, 11th, or 13th; but until 
Mr. E. Prout wrote his famous “‘ Harmony,” etc., no one 
was bold enough to sanction the non-preparation of these 
discords, or to say anything about the possibility of some 
of the sevenths being quitted by leap. Such freedom 
given to the surroundings of diatonic sevenths was 
justified by Mr. E, Prout (“ Harmony,” §§ 490-499) on 
the ground of their derivation from a common generator, 
which term (in dealing with diatonic discords) he confines 
(op. cit., §§ 488, 490) to the dominant of the key, using the 
word “root ’ to express the lowest sound of any series of 


four diatonic notes capable of being arranged in the 5 


‘formula. This is practically what his son does in the 
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volume under notice. Much inconvenience is saved to 
the analyst by this means; so that the rather cumbrous 
9th, 11th, and 13th classification of the Day system (and 
others developed from it) becomes simplified by the 
following easy method. All chords bearing from their 
bass notes upward the interval figurings $8, 4, and 4 
are analysed as inversions of chords of the 7th, one of 
which exists upon each note of the diatonic scale ; but 
they can also (if required) be referred back to their 
common generator, the dominant of the key. 

Generally speaking, when the generator is heard in 
derivatives of the chord of the 9th, it can be accounted 
for as an inverted dominant pedal. [A familiar instance 
of this can be found in the opening phrase of Dr. S. S. 
Wesley’s Anthem, “‘O Lord, my God.”] All other chords 
of the 11th, 13th, and their inversions (according to the 
Day theory) can be either analysed—(1), as the product of 
two roots (V+IV, etc.), very much as suggested by the 
late Rev. Canon Sir F. A. G, Ouseley in his derivation of 
the diatonic 7th on the supertonic ; or (2), as appoggiaturas 
or anticipations. The “anticipative 13th” is a strikingly 
suggestive and appropriate name given by Mr. L. B. 
Prout (p. 84, ¢) to such discords as that marked * in the 
following extract :— 


MENDELSSOHN 42nd Psalm. 
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Here and there in the course of his book the author 
appears to be more or less under the influence of the Day 
theory—probably the result of early training—but occa- 
sionally he has some rather severe remarks to make about 
it, especially when he says, in § 68, that “because it 
appears to explain everything it really explains 
nothing.” (!) 

The occasional leap of a 3rd made by an auxiliary note 
to an essential note on the other side of the harmony 
note to which it belongs, is not inaptly termed a “single 
changing note” by our author ; why should he not adopt 
the term “Zazr of changing notes” when /wo auxiliary 
notes are used in succession? This would surely be 
better than his own suggested term “ group of changing 
notes.” The term “auxiliary chords” is well employed 
to express some of the combinations named by Macfarren 
“suspensions of complete chords,” such as the super- 
position of dominant harmony over a tonic root—a device 
employed so frequently by Mozart in his full closes—the 
suggested analytical indication of the same being 1+ V,. 

Space will not permit of more than a passing reference 
to the extremely clever classification of chromatic chords 
proposed on pp. 33-38. To continue, one may say that 
Mr. L. B. Prout’s remarks on passing chords and 
sequences are all excellent ; they afford a good example 
of how to say something in a strikingly new and original 
manner which has often been said before in a matter-of- 
fact kind of way. A brief summary of suggestions for 
analysing passages of harmony concludes the body of the 
work, The style in which the practical supplement is 
written is worthy of all praise ; perhaps the highest com- 
pliment we can pay the author is to say that his system 
of teaching wouldsdo credit even to the pen which pro- 
duced “Harmony: its Theory and Practice.” Indeed, 
the entire book is a masterpiece of independent and 
original thought. It ought to be in the hands of every 





harmony teacher. The sooner students can be brought 
to realise that harmony consists of something more than 
filling up figured basses and avoiding consecutive octaves 
and fifths the better ; this book will at any rate stimulate 
them to investigate some of the underlying principles of 
harmonic structure as exhibited in the works of the great 
masters, because it actually shows its readers what to 
look for. The quickening of analytical perception is 
doubtless one of the best preparations for success in 
synthetical operations, and in this way the world of art is 
deeply indebted to Mr. L. B. Prout for the publication of 
his thoughtfully written little volume. 








HENRI HERZ IN AMERICA. 


FROM 1846 to 1851, H. Herz, in his day a highly popular 
pianist, made journeys through the United States, 
Mexico, California, and the West Indies, and wrote an 
account of them, which was published at Paris under the 
title “ Mes Voyages en Amérique.” In this book, by the 
way, Herz writes about many other subjects in addition 
to music. We first read of his going on board the 
Caledonian, about to start from Liverpool for Boston 
(Nov. 2, 1846). A man, whose face is not unknown to 
him, rushes up in an excited state to the captain, and the 
following conversation ensues :— 


‘* My trunks, monsieur le capitaine? Where are my trunks?” 

‘*I do not understand you,” replied the captain in English. 

‘*Deuce of a language!" said the stranger, ‘‘ Why don’t the 
English learn. to speak French? it would be much more convenient ! 
. « - « But if I only knew where my tranks were!" 


When Herz was in New York, Ulmann, who was 
travelling about with Carlotta Patti, was introduced to 
him with good recommendations. 


‘* What can you do?” I asked the young fellow. 
‘*Nothing,” replied frankly the future impresario ; ‘‘ but for the 
very reason that I can do nothing, I am fit for everything. 


Such a sharp reply was not lost on Herz, who at once 
engaged him as his secretary. While in New York the 
famous Barnum paid Herz a visit. 


‘*Do you know Jenny Lind ?” asked the former, 

‘* By reputation, yes,” I replied, ‘‘ but I have never heard her,” 

‘“‘T intend,” returned Barnum, ‘‘ having her over here in America, 
where she cannot fail to make a sensation,” 

‘*T believe so,” I replied, ‘‘for to an admirable voice she unites 
true artistic talent.” 

‘*Yes, but there is something more. I shall announce her as an 
angel come down from heaven, and present her as the pure and 
radiant symbol of voung America.” 

‘‘And do you think?" I asked, ‘‘that you will make people 
believe that this excellent singer studied in a celestial conser- 
vatoire?” 

‘It won’t be believed at first, but I shall say it, and repeat it 
everywhere, so often and so well, that in the long run I shall be 
believed.” 

“ You do surprise me!" 
ae I come to propose to you to join forces with Jenny 

ind. 

‘*Shall you make me, too, pass for a cherubim?’’ 

‘*No,” said he, “I shall have enough with one angel in my 
company. Do you accepi?” 

‘*T refuse.” 

_ ‘Monsieur Herz, you are wrong,” replied Barnum in a senten- 
tious manner, 

‘Monsieur Herz, you are wrong,” replied Ulmann, following 
suit. 

‘It may be so,” I replied ; ‘‘ but I prefer to be wrong in not 
accepting, than to be right in accepting.” 


And then the author goes on to explain how he liked 
being entirely free, and looked upon any engagement as 
a kind of slavery. Barnum’s sentence about repeating 
a statement until he was believed, is one of the many 
evidences which that great showman gave of worldly 
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wisdom. Ulmann, too, was not entirely lacking in that 
quality. One day he and Herz are in conversation on art. 


“ Art, art,” said Ulmann, with a sceptical air, ‘‘and what do you 
suppose music is?” : ee 

**Do you wish me to give a definition of music? 

** Yes,” 

‘* Well, music is the art of touching the emotions by the com- 
bination of sounds.” 

‘Ts that all?” 

‘* Yes, so it seems to me,” ; . 

‘Not so. Music is the art of drawing into a certain hall, by 
means of accessories which often become principal, the greatest 
number of persons prompted by curiosity; managing expenses and 
receipts, so that the latter exceed the former as much as possible, 

Here is an amusing description of the mode of giving 
concerts in America in the ’forties, and, for aught we 
know to the contrary, also in the nineties. 

“‘Concert-givers have exhausted their imagination. Everything 
has been tried; all sorts of concerts have been given—con- 
certs in costume, concerts with action and tombola, religious 
concerts, dancing concerts, historical concerts, improvised concerts, 
serious concerts, comic concerts, pyrotechnical concerts, enigmatical 
concerts, Bacchic concerts, and, as we have just seen, gastro- 
nomical and diabolical concerts.” 

Here is another tale about Ulmann. 
Herz that he shall improvise in public. 

‘Then you really wish me to improvise in public?” 

‘*You must; and there is nothing easier. If you find that you 
are getting into a muddle, that your inspiration proves rebellious— 
though of such a thing happening I have little fear—— 

‘*Ulmann, you flatter me,” said I, interrupting him. 

‘* Well, in that case,” he continued, “ you must play the melody 
with one hand, and chromatic scales and wide arpeggios with the 
other, Chromatic scales and arpeggios fit in with everything, and 
produce a tremendous effect on the masses who are fascinated by 
such brilliant execution.” 

“Ulmann, you are a born improvisator ; you have only to learn 
how to play chromatic scales and arpeggios." 

And here is the secret of Herz’s fame in America. A 
lady is in a music-shop buying a piece. Herz, who is 
close to her, notices how pleased she is with her purchase. 
He sees the parcel on the counter from which her piece 
was taken and reads 

SONNTAGS WALTZ, BY HENRI HERZ. 

“ What is that ?” I asked, in an irritable manner, of the music- 
seller. 

‘Strange that you should ask me! Why it is the piece which 
has made your name in America; your other compositions are 
more or less esteemed ; this one is looked upon as the finest jewel 
of your harmonious casket.” 

Herz wished to decline the honour, but Ulmann, who 
was with him, guessed his intention, and took him 
aside :— 

“Don't protest,” said he; “you will not render them good 
service ; and, besides, no one would believe you.” 

Herz followed his secretary’s advice, and when he 
returned to Europe and sometimes thought of America, felt 
that whatever reputation he enjoyed there was entirely 
owing to the 


He proposes to 


SONNTAGS WALTZ. 








THE ORGAN WORKS OF J. S. BACH. 
EDITED BY W. T. BEST. 
(Continued from p. 101.) 











VOLUME X.* (Continued. 
CONCERTO No. 3, in C major :— 
Ex. 204. 
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* Augener’s Edition, No. 9,810. 


This concerto follows the others in due order, being No. 
3 of Peters, Vol. VIII., and No. 3 of the second part of 
the B.-G., Vol. XXXVIIL, p. 171. Roitzsch had but 
three manuscripts from which to prepare his edition, and 
Ernst Naumann appears to have had no more; but as 
the three he quotes are all in the Berlin Library they may 
not be the same as those consulted by Roitzsch. One 
copy is mentioned as from a manuscript by Agricola 
(Johann Friedrich, 1720-1774), a pupil of Sebastian Bach. 
Through the kindness of Dr. Wagener, of Marburg 
(Hesse), the editor of the B.-G. Vol. had the opportunity 
of comparing the original of Vivaldi with the arrange- 
ment of Bach. It may be worth adding that this concerto 
is No. 5 of Concerti a Cingue Stromenti, Op. 7, and that 
the key is D major, instead of C major, as in the arrange- 
ment. Resuming our examination of the texts, we find 
very little divergency in the first movement. In Best, p. 
721, 1. 1, b. 2, middle, the first e is queried flat; in the 
next two bars the notes dand a@are also similarly marked. 
In Peters they are not challenged, and the first only is 
noticed in the B.-G. A difference in notation will be seen 
on comparing bars 1, 3, and 5, p. 731, l. 3, with the same 
measures on pp. 29 and 30, in Peters, but the text is not 
affected. In the Recitativo (Adagio) a curious difference 
will be found in bar 3, |. 2, p. 734, Best. In two of the 
MSS, there is a crotchet too many in this bar, which 
reads as (a) ; in Peters the superfluous beat is eliminated 
as (6) ; the B.-G. reads as (c) ; and Best as (@); the last 
still having the redundant value of a quaver :— 














ar Veo 


As the difference lies in the first part of the bar,“quota- 
tion of the whole in each case is not necessary. Another 
slight disagreement will be found in 1. 3, b. 2, last group, 
top part, in the next page, which in Best reads as (a), and 
in Peters and the B.-G., as (4) :— 


Ex. 206, 


(a) 





The reading in Best conforms with the preceding and 
following groups, but there is an extra note in the one 
quoted, and in the first bar of the next page a similar 
group where the notation is as (4). A further} small 
divergence will be found in b. 1,1. 3, p. 736, last group 
in middle stave, which is, in Best and the B.-G., as (a), 
and in Peters as (4) :— 








Ex. 207. : 
(2) er) nen 
oe eo oc ~@- ew ” 


_ The natural before the c in the last group, middle stave, 
in the next bar, is omitted in Peters, but it is an obvious 
oversight, as probably is the failure to mark the pause 
over the final notes in the two staves, the pedal part, in 
Peters, only having that sign. It may be taken as an 


evidence of the care with which the MS. has been 
followed, that in the B.-G. the pause over the‘last note in 
the top stave is enclosed within brackets. In the Allegro 
the first difference occurs in b, 2, I. 3, p. 737y,in Best, the 
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last chord, middle stave, having only two notes, as (a), 
and three notes, as (4), in Peters :— 


Bw mc 
ats 4t4, 


The same difference will be seen two bars farther on, 
four bars beyond that, and again two bars later. Bar 1, 
1. 1, p. 738, middle, has, in Peters, a c added below the g. 
We go as far as p. 745 before coming upon any further 
discrepancy, and then it is very slight, In the third bar, 
line 3, top part, the e is queried flat, but no sign is made 
in Peters or the B.-G. In Peters, by some oversight, a 
complete measure has been missed on p. 40. It will be 
found in Best, p. 747, 1. 5, b. 1:— 
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The last group of semiquavers in this extract reads, in 
Peters, ¢, 4, a, g. In the preface Roitzsch states that 
some of the copies were wanting in whole passages, but 
in two of the MSS. in the Berlin Library the bar quoted 
will be found. 

Concerto No. 4, in C major :— 
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This concerto is but a single movement from the 
thirteenth of the Vivaldi Concertos, as arranged by Bach 
for the clavier (See Peters Edition, No. 217). The re- 
markable thing about it is that it should be attributed to 
the nephew of Duke Wilhelm Ernest, a young Prince 
who died (in 1715) in his nineteenth year. He did, indeed 
compose some music, and six concertos of his were 
printed. Of these Mattheson wrote: “To find an in- 
dependent nae who writes musical compositions that 
can be performed is not a thing of everyday occurrence ; 
still music gives a man particular advantages.” The 
complete title of this concerto movement is worth quoting. 
It is: Concerto dell’ illustrissimo Principe Giovanni 
Ernesto, Duca di Sassonia, appropriato all? Organo a2 
Clav. e Pedale da Giovanni Sebastiano Bach. The MS. 
bearing this title is in the handwriting of J. P. Kellner, 
who has already been found wanting in accuracy. Con- 
cerning the authenticity of theauthorship Roitzsch reserves 
his opinion until Vivaldi’s originals may be compared 
with the young Prince’s productions. Spitta, who had 
vainly endeavoured to discover Johann Ernest’s concertos, 
strongly opposes the idea that this movement is by him ; 
whilst Ernst Naumann appears to have no doubt what- 
ever as to the composition being Vivaldi’s. 

The texts under consideration agree in all respects, save 
that on p. 753, 1. 2, b. 2, the ¢ in the third group, middle 
group, and the g in the fourth are queried sharp, whereas 
in Peters there is no such attention drawn to these notes. 
A few misprints occur in Best and may here be pointed 
out. Page 754, 1. 1, b 4, middle, the first note should be 
e, third space, and a semiquaver in value ; in the last bar 
of that page, middle, the last note, d, should be a semi- 
quaver ; and the first note, also middle stave, bar 4, line 
1, p. 756, @, should be a quaver. 


In the appendix to the B.-G. Vol. XXXVIIL., the first 
movement of Concerto 2, in A minor, is printed in score 
as composed by Vivaldi. It is very interesting to com- 
pare this with Bach’s arrangement for the organ, and it 
shows what a free hand the master gave himself in under- 
taking such tasks, It is beyond the limits of these papers 
to illustrate Bach’s method in executing his work, but, if 
I can find time, and the publishers can find room, I pro- 
pose to go carefully through this movement, showing what 
Bach added, and how he proceeded. 


End of Volume X. 


STEPHEN S. STRATTON. 
(To be continued.) 








STUDIES IN MODERN OPERA. 


A COURSE OF LECTURES DELIVERED IN THE PHILO- 
SOPHICAL INSTITUTION, EDINBURGH. 


By FRANKLIN PETERSON. 
(Continued from p. 103.) 
VIII.—THE NIBELUNGEN RING TRILOGY. 


THIS most bewildering drama reaches, for us, a climax of 
interest and of dissatisfaction in Siegfried, the second day 
of the Trilogy. The stage, which has been hitherto some- 
what overloaded with characters, is now cleared for the 
appearance of the hero and the unfolding of his character, 
and the complicated plot narrows down, for the time 
being at least, to a single issue. The awakening of 
Brinnhilde to mortality and to love, adds to the charm 
which is rendered irresistible by some of Wagner’s greatest 
inspirations in music. And amid scenes of such ethereal 
loveliness as “ Love in Nature” (a), the “ Waldweben,” 
Brinnhilde’s greeting to the light of the sun and the 
beauty of the earth, the hymn of the lovers’ happiness, 
and many others, such themes as Siegfried’s “* Wan- 
derlied” (4), his song at the forge, and the joyous strains 
of his horn, have all the fresh natural force and beauty 
of wild flowers, and present to us with marvellous direct- 
ness the naiveté of the hero’s character. 


Weich und bewegt. 
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Ausdem Wald fort, in die Welt zeh - ‘nj 
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On the other hand, the story often drags, a fault which 
is to be found in many of Wagner’s dramas, and which 
is probably aggravated in this instance by the method of 
writing backwards (from the death of Siegfried to the 
Prelude), which Wagner adopted. Such a scene as that 
in the first act, where Wotan and Mime stake their heads 
upon a game at riddles, might find a place in an epic 
poem which seeks faithfully to mirror the manners and 
modes of thought of a long-dead age; but it is out of 
place in a drama, especially in one which, greatly daring 
in its treatment of legend and myth, seeks with a master- 
ful hand to bend all details to serve its ethical purpose. 

It would be difficult to deny that at times the Leit- 
motiv system is over-elaborated, until it falls by its own 
weight. The same device which with such tenderness 
and pathos portrays the unfolding of Siegmund and Sieg- 
linde’s love, and which in Siegfried’s “ Dead March” so 
marvellously exhausts the possibilities of the most preg- 
nant and suggestive motives, here descends to such tricks 
as Wagner commentators may label “ Mime the Smith 
{Smithy Motive) cogitates (Cogitation Motive).”* Again, 
Wagner has not been at all uniformly happy in his modi- 
fications of the characters in the old and multiform legend. 
Fafner plays no important réle in Wagner’s Trilogy, it is 
true, but the Fafnir, the son of Reidmar, who chooses his 
lot and “drees his weird” in the Volsungasaga, presents 
a more sombre and more impressive picture :— 

‘* Fafnir's sword was bare in his hand, and the sword and the hand 
were red 

With the blood of our father Reidmar.... 

‘I have slain my father Reidmar, that I alone might keep 

‘The Gold. ... 
. ... ‘Lam such as the Gods have mademe.... 

‘I shall dwell alone henceforward, and the Gold and its waxing 


curse 
‘I shall brood on them both together, let my life grow better or 
worse. 


‘Lo I am a king for ever, and alone on the Gold shall I dwell, 
‘And do ro deed to repent of, and leave no tale to tell.’” 
(Morris.) 

Mime’s character is a much more painful exaggeration, and 
in contemplating the hideous caricature we are tempted 
to deny that Wagner had any sense of humour. Even 
in the delightful A7Zezstersinger, where the character of 
Hans Sachs goes far to refute this charge, we find a great 
part of the humour associated with Beckmesser, who is 
another of Wagner’s caricatures. But in this case the type 
is so constantly with us, and so easily recognisable, and 
also so comparatively harmless, that we are not shocked 
into utter repulsion as we are by the deformed dwarf. 
The contrast between Siegfried in his fearless naiveté, 
and Mime, the incarnation of abject terror and meanness, 
is over-emphasised. Even had the Master Smith of the 
legend descended to us such a miserable deformity as he 
appears in this drama, Wagner could have omitted, added, 
or modified, as he has so freely done in other details. 
Compare Regin in Morris’s English setting of Sigurd the 
Volsung, with Wagner’s virtual creation of Mime ; it will 





* “Der kunstgewandte Schmied (Schmiede Motiv) sinnt 


(Motiv des 
Sinnens).”— Max Chop’s *' Fithrer Curch Wagner's Tondramen.” 


not be gainsaid that the Trilogy is poorer by the lack of an 

impressive individuality, and it will hardly be claimed 

that there is any commensurate gain :— ‘ 
‘*In the house of the Helper there dwelt a certain man, 

Beardless, and low of stature, of visage pinched and wan ; 

So exceeding old was Regin, that no son of man could tell 

In what year of the days passed over he came to that land to 
dwell : 

. . « « the lore of all the men he knew, 

And was deft in every cunning, save the dealings of the sword : 

So sweet was his tongue-speech fashioned, that men trowed his 
every word ; 

His hand with the harp-strings blended was the mingler of delight 

With the latter days of sorrow; .... 

Nor might any learn him leech-craft, for before that race was 


made, 
And that man-folk’s generation, all their life-days had he weighed. 


They said he would live as he listed, and at last in peace should 


lie 
When he listed to live no longer; so mighty and wise he was. 
But again he laughed, and answered, ‘One day it shall come to 


ass 
That a beardless youth shall slay me: I know the fateful doom ; 
But nought may I withstand it, as it heaves up dim through the 
gloom.'” 

We shall devote some attention later to the various 
forms assumed by the Nibelungen legend in various 
parts of Europe, and the use Wagner has made of these. 
Meantime we must pursue the course of the drama. 


SECOND DAY—SIEGFRIED. 


Sieglinde is dead, and Siegfried, the pledge of her love 
for Siegmund, has been brought up in the Nibelheim forest 
by Mime the dwarf, a brother of the Nibelungen king 
Aiberich. Mime builds his hopes of obtaining the 
coveted Rheingold treasure upon Siegfried’s strength and 
courage ; he intends that the youth shall seek and slay 
the dragon, trusting to his own craft to win him the Ring. 

Soon after the opening of the first scene we find Sieg- 
fried demanding who his parents were, and Mime recounts 
the sequel to the Wadkiire, and how the dying Sieglinde 
left her babe and the broken shards of Nothung in his 
care. Siegfried, in whose hands all the weapons made 
for him by Mime have proved brittle as glass, imposes 
upon him the impossible task of forging Nothung anew, 
and it is while the smith is sitting alone cursing his luck, 
that Wotan, disguised as the Wanderer, approaches his 
hearthstone. In vain does the terrified Mime disclaim 
any desire of further acquaintance with the Wanderer, and 
begs him to pursue his way. “Hier sitzich am Herd,” 
says Wotan, suiting the action to the word, and im- 
mediately offers to stake his head on a threefold trial 
of knowledge. Mime feels driven to accept the challenge, 
and asks his unbidden guest just the three questions 
which Wotan might be expected to be able to answer. To 
tell who dominate respectively the earth, the underground 
world, and the heavens, is as simple for Wotan as to 
describe his own surroundings and his best-known foes. 
But even this cheap triumph does not suffice the Wan- 
derer. He insists upon Mime staking his head in return 
on his ability to answer a like number of questions. Very 
unwillingly Mime accepts the challenge, and the first two 
questions prove easily answered. The race which Wotan 
has visited with such displeasure and yet holds most dear 
is that of the Vélsungs. Fafner, the possessor of the 
Treasure, is destined to fall by Siegfried’s hand, and 
Mime can answer that the name of the youth’s fatal 
weapon is Nothung. But at the third question his terror 
overmasters him as he is brought face to face with the 
problem “ Who is able to forge Nothung anew?” With 


a laugh the Wanderer supplies the answer, as he rises 
to pursue his way, “ He alone who never has learnt what 
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fear means, he will forge the weapon ; by his hand will 
fall the dreaded dragon, and also the wise head which 
has just lost its stake to me.” } 

When Siegfried returns for his sword, he finds Mime 
transported with terror, and, in despair of ever obtaining 
from the dwarf anything true or trustworthy, he sets 
about the work himself. First he files the steel down, for 
he feels that no patchwork will serve in his mighty pur- 
pose. More and more excited grows the music as through 
and between the description of the forging appear at times 
the motives of Siegfried (Horn Call), of the Fire God, of 
Siegfried the Conqueror, of the Dragon who is to fall to 
Nothung, of the Kheingold coveted by all except Sieg- 
fried, and the Sword which is to cut the knot. Siegfried 
bursts into the “ Nothung, Nothung, neidliches Schwert” 
song as he glories in his work. Finally he raises the 
shining blade in triumph :— 
“a bes naan the blade o’er his head, and he stood in the ring of 

its fire 
As hither and thither it played, till it fell on the anvil’s strength, 
And he cried aloud in his glory, and held out the sword full length 
As one who would shew it the world; for the edges were dulled no 
whit, 
And the anvil was cleft to the pavement with the dreadful dint of it.” 
(Mforris.) 

Mime falls in terror to the ground, while the orchestra, 
in a few bars //, cleverly welds the Sword and Siegfried 
motives in one triumphal phrase, and the curtain closes 
on the first act. 

(To be continued.) 








THE PIANOFORTE TEACHER: 


A Collection of Articles intended for Educational Purposes, 
CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
PIECES WITH REGARD TO DIFFICULTY, AND SUGGESTIONS 
AS TO THEIR PERFORMANCE. 
By E. PAUER, 
Principal Professor of Pianrfirte at the Royal College of Music, &c. 
(Continued from p. 126.) 


ORIGINAL PIECES. 


STEP I. 

Kohler, Louis. 3 Sonatinas without octaves. 

No. I, in G, two movements. 

No. 2, in C, also in two movements. 

No. 3, in C, allegro and rondo. 

Written by an experienced teacher, these sonatinas 
contain only useful matter. 

Reinecke, Carl. Op. 206. “Musical Kindergarten.” 
Book I., “My First Pieces.” This useful little book 
contains 20 short melodies, etc. No. 21 is a charming 
sonatina in two movements. 

Reinecke, Carl. Op. 1274. 
hand part within the compass of five fingers. 
highly recommended. 

Lee, Maurice. Favourite Study, in c, by A. Schmitt, 
arranged for small hands. Very practicable. 

Short Original Pieces (25). 

Nos. t and 2 are taken from the first book of Reinecke’s 
“‘ Musical Kindergarten.” 

—s 3. Gurlitt. March (see Gurlitt’s Album-leaves, 
No. 1). 

No. 4. Reinecke. “The Child and the Cuckoo,” etc. 
(from his “ Children’s Songs”). 

No. 5. Gurlitt. 
leaves”). 

No 6. Krause, E. 
Op. 77, Il. 


Six Sonatinas, the right- 
May be 


“Joyful Play in the Garden,” 
Very cheerful. 


“Valse Noble,” in E flat (see “ Album- |. 








No. 8. Léschhorn, A. “The Little Postillion,” Op. 96, 
III. (c) Very bright and amusing. 

No.9. Gurlitt,C. “Hunting Song,” in F. Will un- 
doubtedly become ee. 

No. 10, Pauer, “The Brooklet,” in A minor. A 
useful shake-study. 

No. 12. Retnecke, C. Gavotte, in D, 
rhythmical study. 

No. 13. Pauer, E. Waltz in G. 

No. 17. Heale, H. Minuet, in A minor. 
and good as a study. 


An excellent 


Cheerful and natural. 
Well written 


No. 19. Heale, H. Gavotte, in G minor. Well 
rhythmicized. 

No. 22. Léschhorn, A. A little dance, in D. Very 
pleasing. 


No. 25. Mendelssohn-Bartholdy, F. Op. 72, No. 2, in 

E flat. One of the celebrated author’s sweetest melodies. 
ARRANGEMENTS. 

Chwatal, F. X. Bluettesitaliennes. Petites Fantaisies. 

No. 1. “Il Trovatore” ( Verdz). 

No. 3. “ La Favorita” (Donizett2). 

No. 5. “La Sonnambula” (Bed/inz). 

For those who show facility of reading and possess a 
good ear for rhythm and taste for melody, these well- 
written little fantasias will be found very acceptable. 

Clark, Scotson. Sacred Melodies. ‘The numbers 1—8 
represent Handel’s most celebrated arias from his ora- 
torios Zhe Messiah, Judas Maccabeus, Saul,and Theodora; 
whilst Nos. 9 and Io give easy arrangements of “ The 
Heavens are Telling” and of the celébrated Air “ With 
Verdure Clad,” from Haydn’s Creation. No. 11 is an 
arrangement of Mozart’s (rea//y Michael Haydn’s) “ Gloria 
in Excelsis Deo,” from the 1242 Mass, etc. No. 12 are 
popular chants and hymn-tunes. 

Dale, Willoughby. 30 Favourite Melodies (English, 
Irish, Scotch, and Welsh), These easy arrangements 
deserve to be warmly recommended. 

Dolce, Max. “Thou, thou in my heart reignest,” in 
G. An agreeable and practical arrangement of this 
perennial air. 

Engel, Carl. 12 Pieces from favourite operas. 

No. 11. “I Lombardi” ( Verd?). 

Only 2 pages—introducing an Andante and Allegretto. 

Evergreen Wreath, The. By old and modern com- 
posers. Book 1 (I—25). Book 2 (26—46). Book 3 
(46—67). A rich and varied collection of all possible 
popular airs—sacred, lyric, national, operatic, etc. 

Lee, Maurice. Rondoletto on an air by Mozart 
(Magic Flute), in C. 2 pages—very easy and pleasant.. 

Meves, A. “Il Seraglio” (Mozart) Divertimento, in G 
Cheerful and bright. 

Oesten, Theodor. “The Casket.” Favourite melodies 
by Adam, Auber, Rossini, Meyerbeer, Verdi, Donizetti, 
Abt, and Beethoven. Eight books, each containing two 
pieces. Of the last, “Le Désir,’ given out to be by 
Beethoven, it must be mentioned that this waltz is by 
Schubert. The collection deserves to be recommended, 
and the youthful students are sure to like playing the 
respective pieces. 

Percival, Frank. “ A Wreath of Roses,” a collection 
of favourite melodies. The enumeration of the 50 books 
will show the great variety of this collection. The 
arrangements are easy and practical :— 

No. 1, ‘*Adieu” (G) Liebich. 

‘* Barcarolle d’Oberon"’ (c) Weber. 

‘* Beautiful Isle of the Sea’ (D) /. XR, Thomas, 

‘** Blue Danube” (G) Strauss. 

. ‘{ Bohemian Air"’ (Cc) Bohemian Melody. 

‘* British Grenadiers ” (c) English Air. 

‘*Cachouca” (G) Spanish Air. 
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No. 8 ‘‘ Campbells are Comin’” (c) Scotch Air. 

» 9 ‘*Clochettes Galop” (c) De Grau. 

»» Io. ‘*Come, Birdie, Come” (c) C. A. White. 
» It. ‘*Corricolo Galop” (F) De Grau. 

» 12, ‘‘ Fairy Wedding Chimes” (G) Craw/ford. 
», 13. ‘*Fétes des Fées" (Cc) Crawford. 

» 14. ‘' Flag that Braved” (c) Old English Air. 
»» 15. ‘‘ Fleurs des Bois” (F) Craw/ford. 

» 16. “Fra Diavolo” (Cc) Auber. 

»» 17. ‘‘Gavotte” (D min.) Redhead. 

»» 18, ‘Gavotte de Vestris” (G) Hers. 

»» 19. ‘‘Gipsy’s Warning” (c) H. A. Coard. 

» 20, ‘‘Girl I Left Behind Me” (F) English Air. 
»» 21. ‘Green Hills of Tyrol” (G) Rossené, 

» 22, ‘‘Hunting Morn” (c) Redhead. 

» 23. ‘La Petite Espiégle” (Cc) Liedich, 

», 24. ‘Last Rose of Summer” (F) /risk Melody. 
»» 25. ‘‘ La Sympathique Valse” (F) Lamothe. 

»» 26, ‘* Maid of Llangollen” (G) /as. Clarke. 

»» 27. ‘* Marche Venitienne” (G) Lamothe. 

»» 28, ‘* Mezzanotte” (c) De Grau. 

»» 29. ‘My Grandfather's Clock” (c) H. C. Work, 
»» 30. ‘* My Lodging is on the Cold Ground”’ (F) /rish Melody. 
»» 3t. ‘“ My Love She's but a Lassie yet’’ (C) Scotch Air. 
» 32. “ Oft in the Stilly Night” (c) /rish Melody. 
»» 33 ‘‘ Partant pour la Syrie” (Cc) French Air. 

» 34. ‘ Persian Diamonds” (G) Liedich. 

»» 35- ‘Que Je Voudrais” (F) Henrion. 

», 36. ‘Quick March” (F) Buchinsky. 

» 37- ‘ Rising of the Lark” (F) Welsh Air. 

» 38. ‘‘Santa Lucia” (Cc) Cottrau. 


. ‘Silvery Waves” (G) Wyman, 


»» 40. ‘Some Folks” (F) S. C. Foster. 

» 41. ‘Sweetest Rose” (Cc) Himmel, 

», 42, ‘Swiss Herdsman” (G) Swiss Air. 

» 43. “Tice Tice Toc” (F) /talian Air, 

» 44. ‘'Trab, Trab” (c) Kiicken. 

» 45. ‘‘ Une Soirée au Cirque” (G) Lamothe, 

»» 46. ‘'Vaillance Polka” (G) Ascher. 

» 47. “ Valse Héléne” (c) Redhead, 

+ 48, ‘*‘ Welcome Me Home” (G) English Air. 

»» 49. ‘*Will you come to my Mountain Home?” (G) American Air, 
»» §0. ‘*Woodland Whispers” (Cc) Nordman. 

Percival, Frank. ‘Sunbeams.” A series of popular 

melodies. Nos. 1—12. The melodies are by Strauss, 


Donizetti, Verdi, Boccherini, etc.; Irish, Scotch, and 
Italian National airs are found in Nos. 4,6, and 9. The 
pieces are longer than those included in the collection 
“Wreath of Roses,” and slightly more brilliant. 

Reinecke, Carl. ‘Musical Kindergarten.” Op. 206, 
Book 2. Favourite melodies. This well-chosen book 
offers to the student a welcome opportunity to become 
acquainted with the finest melodies of France, Italy, 
Germany, etc. 

Smallwood, William. Favourite Pieces. No. 4. 
“Gondolina,” in G, by Ed. Dorn. Pleasing and easy. 

(To be continued.) 








LETTER FROM LEIPZIG. 


OF recent years, the Leipzig opera stage has had no more 
popular grima donna than Fraulein Paula Mark. To regular 
readers of these columns this lady’s name will be quite familiar, 
Four years ago Fraulein Mark made her début here. Her 
remarkable acting talent was at once recognized by the public, 
with whom she immediately became a prime favourite ; and at 
the termination of her three years’ engagement in Leipzig, 
Fraulein Mark became the object of a flattering demonstration 
quite unparalleled in this city. After one year’s engagement at 
the Vienna Court opera, Fraulein Mark has returned to the 
Leipzig stage ; and her reappearance in her favourite 7é/es has 
sufficed to cram the theatre nightly, showing that Fraulein 
Mark’s popularity has in no wise abated. It was as Mignon in 
Ambroise Thomas’s delightful opera, as Santuzza in Cavalleria, 
as Nedda in Pagliacci, as Maria in Reinecke’s Gouverneur von 
Tours, and as Katherine in The Taming of the Shrew that Fraulein 








Mark achieved her greatest triumphs, and these parts she has 


been repeating with increased effect. Calls innumerable and 
showers of bouquets have been the order of the night ; while, 
after the performance, crowds of admirers follow the lady home 
to her hotel, in the hope of getting one last glimpse of their 
favourite. In these days of cynical pessimism, it is gratifying to 
know that there are still some people left who are capable of 
feeling enthusiasm ; but, all the same, we must frankly confess 
that in the case of Fraulein Mark the public do not show the 
best judgment; for, as a singer, the lady is far from ‘‘ the 
top of the tree.” We should prefer to see the public more 
enthusiastic about art and artistic works than about the per- 
sonality of artists; but perhaps this is too much to hope for. 
The dramatic talent of Friulein Mark is very remarkable, and 
constitutes her chief claim to popular support. Her voice has 
plenty of volume, and she can modulate it effectively; but in 
Vienna she has acquired a very pronounced vibrato, which 
sadly mars the effect of her singing, and leads us to fear that 
Fraulein Mark will not long remain in possession of her present 
ample vocal means. 

There are several interesting concerts to record this month. 
On the 30th May was given a chamber concert in which 
Professor Keinecke, Herren Prill and Klengel, Fraulein Caflisch 
and Fraulein Liiling took part. The three gentlemen named 
joined forces in Beethoven’s B flat Trio. Herr Klengel’s playing 
of Schumann’s ‘‘ Abendlied,” a ‘* Wiegenlied ” of his own, and 
a ‘*Spinnlied’’? by. Popper was very much and deservedly 
admired. Herr Prill gave a brilliant rendering of Wieniawski’s 
Fantaisie on Gounod’s Faust, and also played with Herr 
Klengel a trifling Romance for violin and violoncello by Glinka. 
The singing of Fraulein Caflisch, a young Swiss vocalist, was a 
delightful feature of this concert. Her fine voice was heard to 
great advantage in Reinecke’s ‘‘ Kobold,” and in songs by 
Schubert, Rubinstein and Robert Franz. Of Fraulein Liling’s 
singing we think it best to say nothing, as we could say nothing 
agreeable. ; 

Another event which had its musical side was the festival 
at the Crystal Palace in aid of the pension fund of the 
Leipzig theatre. It was a celebration full of variety. All the 
rooms of the Crystal Palace had been engaged, and various 
entertainments were simultaneously going forward. Thus in 
one room a theatrical entertainment was given, in another a 
grand military concert, while other rooms were utilised for 
raffles, shooting-galleries, and what not. In the Albert Hall, 
which accommodates nearly 5,000 persons, an excellent concert 
was given, in which many eminent artists, formerly of Leipzig 
but now resident elsewhere, returned to the field of their former 
triumphs. Thus, Herr Concertmeister Petri, now located in 
Dresden, gave a splendid performance of the Adagio and Rondo 
from Spohr’s violin concerto in E minor, the best performance 
we have heard since Joachim gave the work here. Friulein 
Salbach, formerly a great favourite with Leipzigers, but now 
living at Dresden, assisted at this concert, and Friiulein Roth- 
hauser, now of the Berlin opera, who made a great hit with 
Franz’s song “‘ Die Haide ist braun.” The orchestral items of 
the concert were Wagner’s Rienzi and Zannhduser overtures, 
Weber’s “Invitation to the Dance,’? Grieg’s Peer Gynt suite, 
and selections from Rubinstein’s Masked Ball—all rendered 
by a military band, and conducted by Herr Capellmeistex 
Nickisch, erewhile of Leipzig, but now opera conductor at 
Pesth. In the unavoidable absence of Herr Perron, Frau Nickisch 
kindly consented to sing, and sang very acceptably. 

A concert of a far higher class was that given at the Gewand- 
haus on the 8th June in honour of the Congress of Electricians. 
Congresses of this kind are usually held in the summer-time, 
when the regular concert-season is over ; but visitors from other 
cities and countries are always anxious to have a taste of 
Leipzig’s musical quality, and the city authorities, knowing this, 
always make a special concert at the Gewandhaus part of the 
hospitality they extend to their distinguished guests. All the 
artists on such an occasion are thoroughly on their mettle, and 
it will therefore suffice merely to give the names of works 
performed and artists who performed them. Frau Baumann 
sang in faultless style Lieder by Taubert, Ghick, Reinecke, Lowe 
and Schumann. The orchestra, conducted by Herr Capellmeister 
Professor Dr. Reinecke, surpassed itself in Beethoven’s ‘‘ Leonora 











July 1, 1894.) 


THE MONTHLY MUSICAL RECORD. 


153 





overture No. 3,”’ Schubert’s Unfinished Symphony, and a selection 
from Rubinstein’s Feramors. 

The Bachverein, conducted by Herr Capellmeister Hans Sitt, 
put forward an excellent programme at its last concert. Old 
German songs, arranged as part-songs by Herzogenberg, a 
’cello sonata by Bach admirably played by Herr Klengel, 
and Handel’s Acis and Galatea were the principal features. In 
Handel’s cantata, the soloists were Frau Baumann, Herren Pinks 
and Kniipfer, who all acquitted themselves well. The orchestral 
accompaniments arranged for military band were not so well 


played. 








OUR MUSIC PAGES. 


A COMPOSITION by George Goltermann, the “ Violoncello 
Virtuoso” and composer for his instrument, forms the 
subject,of our music pages this month. As much of this 
composer’s work may be ranked with the best literature 
for the instrument, the Adendlied, No. t of six easy tone- 
pictures, Op. 118, will be read with interest by all. Educa- 
tional pieces in the first position, written for the double 
purpose of entertaining the pupil and of making him 
familiar with elementary difficulties, are always welcome 
to master and pupil alike. 








Rebiews of Hew Music and Pew 
Svitions, 


—>— 


Novelletten. 12 kleine Salonstiicke. Op. 148. By C. 
GURLITT. 2 books. (Edition Nos. 6,164 a, 4, each 
net, Is.) London: Augener & Co. 

THE two books which make up Op. 148 of Gurlitt con- 

tain six short salon pieces each, those in the second book 

being a degree more difficult than those in the first. The 
charm of the pieces lies in their simplicity and their 
melodious character, a style in which this composer 
assuredly excels. In this set he has no doubt taken 

Schumann’s smaller pieces as his model. The contents 

of Book I. are :—1, “ Morgengruss ;” 2, “ Standchen ;” 

3, “ Marchen;” 4, “Idylle;” 5, “ Ein Sommernachts- 

traum ;” 6, “ Impromptu.” Book II. :—7, “ Wellenspiel ;” 

8, “Valse Noble ;” 9, “ Nocturne ;” 10, “ Liindler ;” 11, 

* Polonaise ;” 12, “ Elfentanz.” 


Valse a la Tyrolienne pour Piano. Par FRITZ KIRCHNER. 
Op. 530. London: Augener & Co. 

THIS piece is another example of the gift Herr Kirchner 
possesses of writing easy, popular music. As usual the 
melodies are well contrasted, and well calculated to take 
the fancy of young players, and doubtless of many of the 
older ones as well. We could desire nothing more suit- 
able than the above-mentioned as a junior piece for use 
in schools, —_—_— 

Symphony No. 4 in B flat. Op. 60. By BEETHOVEN. 
Arranged as a pianoforte duet by E. PAUER. (Edi- 
tion No. 8,517, net, 1s.) Loridon: Augener & Co. 

THE Symphony in B flat, No. 4 of Beethoven, here 

arranged for piano duet, ranks in point of difficulty with 

Nos, 1 and 2, and although it does not possess the depth 

and grandeur of the “ Eroica,” No. 3 (published last 

month in this edition), nor can it be compared with that 
gigantic work, No. 5, in C minor, it is still extremely 
effective as a piano duet, and well deserves the attention 
of duettists. It is ipteresting to note that in this work 


Beethoven uses only one flute instead of two, as in the 
remaining eight symphonies, whereas in Mozart’s scores 
a part for one flute only is frequently to be found. We 
have previously remarked on the excellence of this cheap, 
well-edited, and clearly-printed edition. 


Morceaux pour Piano, Par ANTON STRELEZKI. No, 72, 
Valse brillante en la bémol majeur. No. 73. Mélodie 
Nocturne en sol bémol majeur. London: Augener 
& Co. 

OF these two pieces the “Valse brillante” is the longer. 
Both have three sections in place of the two which we 
have become so accustomed to in pieces by Strelezki, and 
appear as quite long pieces in comparison with many of 
his others. The first is bright and brilliant, and the 
second is of the soft, dreamy character which appeals to 
our sentiment. It is needless to add that this last instal- 
ment of salon music is certain to contribute to the 
composer’s increasing popularity. 





Cecilia. A collection of organ pieces in diverse styles, 
edited by W. T. BEsT. Book L. (Edition No. 5,850, 
net, Is.) London: Augener & Co. 

THE present instalment contains three pieces—A/Jlegro 

Festivo in E flat, Allegretto in B flat, and a Concert Fugue 

on a trumpet fanfare, all from the pen of the editor, 

thereby giving additional interest to this the jubilee num- 
ber of the series, Each piece is, as our readers will 
anticipate, worthy of the occasion, the A//egretto being 
particularly acceptable. The Concert Fugue, originally, 
we note, a two-part fugue for the clavier, but now arranged 
for solo performance, is a cleverly worked-out piece of 
writing, exceedingly bright, and simply delightful to play. 


Classical Violoncello Music. By celebrated masters of 
the 17th and 18th centuries. Arranged for violon- 
cello, with pianoforte accompaniment, by C. 
SCHROEDER. J. S. BACH, Sonata I. (G major). 
(Edition No. 5,501, net, 1s.) London : Augener & Co. 

IN this new arrangement of classical sonatas for violon- 

cello and piano we find the ’cello part has been carefully re- 

vised, bowed, and fingered, and a simple accompaniment, 
but one which’is quite adequate to the purpose, added by 

Professor Carl Schroeder. The sonata, which is of course 

in the old form, consists of a Prelude, Allemande, Cor- 

rente, Sarabande, Minuetto, and Gigue in G major, and 
viewed alone as a work for study will command the 
attention of all aspiring ’cellists, each movement contain- 
ing abundant material for that purpose. The first three 
movements require a player possessing more than ordin- 
ary powers of execution ; indeed, the entire work is only 
for the advanced player, calling as it does for a fine, full 
volume of tone. 

Morceaux de Salon pour Viola et Piano. Par EMILE 
Tuomas. “Ave Maria” (Schubert), “ Romance,” 
from Rosamond (Schubert), “Am Meer” (Schubert), 
London : Augener & Co, 

THE arrangement for viola and piano of the above cele- 
brated songs of Schubert is in every way a successful 
one. M.Thomasadheres to the original accompaniment, 
and sets the voice part in an effective key for the instru- 
ment, at the same time adding a suitable fingering and 
bowing. They will prove very pleasing solos if express- 
ively rendered, and we think no better instrument than 
the viola could be chosen to produce the effect, its pathetic 
quality of tone being an excellent medium. 





Leichte Streichquartettsdtze. A collection of arrange- 
ments, for two violins, viola, and violoncello, of 
movements from the works of celebrated composers. 
By F. HERMANN. (Edition No. 7,214, net, Is.) 
London : Augener & Co. 

THE six pieces chosen for arrangement for string quartet 

are judiciously selected from compositions of celebrated 

masters, as a perusal of the contents will show. The idea 





of arranging these pieces in an easy and effective manner 
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is, to our way of thinking, a happy one. It supplies 
amateurs with a selection of music of the highest order, 
and of such varied character that both players and hearers 
cannot fail to be interested. The collection comprises 
two Lieder ohne Worte by Mendelssohn, a Scherzo by 
Beethoven, the well-known Nachtstiick in F major by 
Schumann, the Romance in F minor by Tschaikowsky, 
and the Gavotte in E major from the violin sonata by 
Bach. The task of transcribing these pieces was en- 
trusted to F. Hermann, whose work in this particular line 
is already well known and appreciated by most players. 
The four parts are published at the price of one shilling. 


Select Songs from the Oratorios and Operas of G. F. 
Handel. Edited byH. HEALE. No. 23. “ Why does 
the God of Israel sleep?” (Samson). No. 24. “Thy 
glorious deeds inspired my tongue” (Samson). No.25. 
“ Farewell, ye limpid streams” (Jephtha). London: 
Augener & Co. , 

THESE three songs are for tenor, baritone, and soprano 

respectively. They are so well known that we need only 

chronicle the fact of their appearance in this popular and 
beautifully printed edition. It is, perhaps, unnecessary 
to add that the editor adheres carefully, in the execution 
of the work, to the accepted traditions of the Handelian 
school. 

Operatic Choruses. Arranged for female voices, with 
pianoforte accompaniment, and adapted to English 
words by H. HEALE. Three numbers from Boieldieu’s 
Le petit Chaperon Rouge. “Lullaby” (Edition 
No. 4,171, net, 4d.). “Chorus” (Edition No. 4,172, 
net, 3d.). “ Peasants’ Chorus” (Edition No. 4,173, 
net, 6d.). London: Augener & Co. 

THE French school of opera is appropriately represented 

this month by the above-named excerpts from Boieldieu’s 

Le petit Chaperon Rouge. The lullaby “Sleep, Sweet 

Babe,” is arranged for first and second soprano and con- 

tralto ; the chorus, “ Sweet rural scene,” consists of three 

verses in unison, with a short and easy three-part 
chorus between each verse ; and the chorus of peasants, 

“ Rise, shepherds, rise,” is on a much larger scale than 

tne first two named, and will give much more work. All 

three are graceful and melodious settings, which cannot 
fail to please. ——— 

Six Songs, with pianoforte accompaniment. By EMIL 
KREUZ. Op.29. (Edition No. 8,883, net, 1s.) London : 
Augener & Co. 

THE names of these songs are—1, “ Come o’er the Sea ;” 

2, “ Farewell to Love ;” 3, “ The Young Rose;” 4, “To 

an Absentee ;” 5, “When Twilight Dews ;” 6, “To Love 

in my Heart ;” and the quaint and old-fashioned words 
are supplied by Moore, Campbell, and Hood, worthy 
representatives of the old school of Irish, Scotch, and 

English poetry. ‘The musical illustrations are thoroughly 

appropriate, some of them improving much upon closer 

acquaintance, and all showing a thoughtful and cultured 
mind, Certain peculiarities of rhythm, which one is apt 
to connect with Herr Kreuz’s song-writing, are present 
here, but they do not detract from the charm of the whole. 

None of the set of songs will take the singer higher than 

E (this note is only reached in one of them), and in the 

other direction two go down to B flat, while No. 5 reaches 

to the second line below the treble clef. 





“ Tand of the Sun.” Part-song with pianoforte accom- 
paniment. By S. COLERIDGE-TAYLOR. Words by 
LorD Byron. (Edition No. 4,661, net, 4d.) London: 
Augener & Co. 

THE music is written for soprano, alto, tenor, and bass. 

After a short and somewhat startling prelude, the voices 





make a start, smoothly enough, in G minor, the first verse 
ending with a melodious passage in Amajor. Thesecond 
verse is mostly in D major, and the third verse, preceded 
by the opening instrumental phrase already referred to, 
begins in the key of G minor and works up to an effective 
major close. Without doubt it is an interesting composi- 
tion, requiring careful and experienced handling. 





A Love Song and Blow, Blow, thou Winter Wind. 
Songs by EDMONDSTOUNE DUNCAN. London: 
Augener & Co. 

BOTH these songs will take high rank among similar 

compositions of to-day. “The Love Song,” for a tenor 

voice, has a plaintive and taking melody enriched by a 

particularly good accompaniment. Shakspere’s words, 

“ Blow, blow, thou Winter Wind,” from As You Like It, 

have a fascination for song writers, and the present setting 

is about the best of them that we know. Baritones and 
basses will revel in the song, which is good at all points, 
and is surely destined to have a wide popularity, 


Alt Niederlindische Meisterwerke, vorgetragen vom Am- 
sterdamer & Capella Chor. Neue Ausgabe, bearbeitet 
von DAN. DE LANGE. Amsterdam: Stumpf und 
Koning. 

THE famous Amsterdam Choir recently gave a series of 
concerts in London, at which they won golden opinions 
from the critics, and their publishers have sent us a set of 
three of their “ Old Folk Songs,” a perusal of which has 
afforded us much pleasure. The songs all bear directly 
on the famous struggle of 1572—1603 between the Nether- 
lands and Spain, and are brimful of patriotic sentiment. 


Bethlehem. A Mystery for soli, chorus, and orchestra. 
Words by JOSEPH BENNETT. Music composed by 
A. C. MACKENZIE. Op. 49. London: Novello 
Ewer & Co, 
THE composer, some years ago, produced an oratorio the 
great merit of which was fairly acknowledged ; yet, strange 
to say, the opportunities of hearing it in London have 
been few and far between. But Dr. Mackehzie, in no 
way discouraged, has written another sacred work. It is 
not an oratorio proper; and the term Mystery, indeed, 
as the composer justly thinks, is far more suitable. Mr. 
Joseph Bennett’s clever book is conceived in the spirit 
of those ancient sacred dramas known as Mysteries ; and 
certainly the composer has found in the quaint, homely 
scenes connected with the birth of the “Child of the 
Star,” and in the descriptive choruses, a far better source 
of inspiration than if he had been provided with an 
oratorio book on the accustomed lines. Bethlehem is 
divided into two acts, or parts, each of which can be 
performed separately ; and we are inclined to think that, 
whatever the fate of the work on the concert platform, 
each of these acts, and more particularly the second, wil} 
be welcomed by the Church for its Christmas service of 
song. 

Act I opens with quiet instrumental music descriptive 
of “solemn midnight peace.” A tenor voice sings of that 
peace, but gradually the music becomes more animated 
as the heavenly vision is mentioned ; themes are heard in 
the orchestra which we afterwards find associated with 
the hymn of praise sung by the heavenly host. The 
shepherds “cry aloud in their terror,” and a quaint “terror”’ 
figure is ably developed in the accompaniment. An 


angel comforts them with the news of the birth of a 
Saviour, expressed in the orchestra by a stirring theme, 
and one of which prominent use is afterwards made. 
The “ Angels’ Anthem,” for female voices, with solos for 
a soprano and a tenor, is a fine specimen of ecclesiasticah 
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LEICHTE TONBILDER. 


Easy Tone-pictures 
for Violoncello with Pianoforte accompaniment 





by 
Seorge Soltermann. 
Op. 118. 


N° 1. ABENDLIED. 
EVENING SONG. 
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writing. The next number of importance is the carol 
sung by the shepherds and folk of Bethlehem, which 
brings the first act to an effective close. The music is 
bright and tuneful, and such—making allowance for the 
necessary difference between art and nature—as one 
would expect from a joyfully excited crowd. 

Act 2 first describes the arrival of the angels to the 
manger where lay the infant child Jesus. The mother’s 
cradle-song (for soprano) is a charming number, though 
perhaps, with regard to the tone-picture generally, the 
figure of the mother is somewhat too prominent. It 
seems as if this expressive song, with its delicate orches- 
tration, could be sung away from the work without loss of 
effect, and, in some respects, with gain. Another eloquent 
page in the “ Mystery” is the scene between shepherds, 
people, and the “ Blessed Mother.” The former inquire, 
“Where is the Christ Child?” and they are told of one 
whose kingdom shall endure for ever ; and then follows 
the “ Hymn of Adoration,” in which all join ; the simple, 
expressive music produces a feeling of reverent calm. 
Further on, in connection with the arrival of the Kings, 
there is a curious March, in which eastern tonality 
plays a prominent part. The Mystery concludes with 
a long quartet and chorus. It is difficult to prophesy 
respecting the future in store for Bethlehem, and a work 
on which an earnest composer like Dr. A. C. Mackenzie 
has evidently spent much time and thought must not be 
hastily judged. The high aims of the composer and the 
severe style of much of the music may possibly interfere 
with its popularity. 








@peras and Concerts. 


ROYAL OPERA, COVENT GARDEN. 


ANOTHER of the novelties promised by Sir Augustus Harris was 
given on Monday, June 11th. This was M. Massenet’s Werther, 
an opera of the modern school, founded on a story which at first 
sight does not appear to be the best possible for operatic pur- 
poses. Werther was first heard at Vienna, in February, 1892, 
and was well received. The story of Goethe has been closely 
adhered to in the libretto, A century ago there was an opera 
on the subject by Rudolf Kreutzer, produced in Paris. Our 
own philosophic writer, Thomas Carlyle, sneers at the Sorrows 
of Werther, and speaks of the story as ‘‘ sentiment gone mad ;” 
and Thackeray, in a satirical ballad, describes Charlotte so un- 
moved by the suicide of Werther that ‘‘she went on cutting 
bread and butter.” The opera opens with a charming picture 
of old German life. The Bailie is teaching his younger children 
to sing a Christmas carol, curiously enough, in the garden on a 
summer evening. Here Werther meets with Charlotte, who is 
prettily dressed in white for a rustic dance ; Werther escorts her 
from it later in. the evening, and during Charlotte’s absence 
Albert, to whom she is betrothed, has returned from abroad. 
Werther declares his passion in vain, and in the second act we 
find Charlotte has become Albert’s wife. But Werther still 
hovers in the vicinity, and continues to address Charlotte in 
passionate terms, In the third act the scene is Albert’s house 
on Christmas Eve. Finding all attempts to undermine Char- 
lotte’s fidelity unavailing, Werther says he is going on a journey, 
and asks the loan of Albert’s pistols. Charlotte suspects his 
intention, but her husband insists upon her fetching the weapons, 
and in the last scene we have the hero’s suicide, and the opera 
ends with his pathetic farewell to the woman he so hopelessly 
loves. 

There is a considerable amount of tenderness and passion in 
the subject, but its wery nature leads to monotony. Werther 
begins by deploring his fatal love for Charlotte, and the same 
lament ends the opera. Thus the composer has not the scope 
for dramatic contrast which would be obtained from a story of 

reater variety. In the music, as well as in the libretto, we 
eel the want of change and opposed motives, and although 





there is much to charm the hearer in the score of M. Massenet, 
it is also tedious at times from the causes referred to. The full 
expression of French romantic art is found in the concluding 
duet, and many graceful and ingenious passages indicate the 
musical art and felicity of idea so often associated with the 
works of M. Massenet, who never becomes trivial and common- 


.place, and often displays a masterly command of every resource 


of musical art. The pathetic strains of Werther’s dying appeal, 
with the echoes of the children’s Christmas carol, may be named 
as one of the most remarkable effects in the opera, and many 
charming touches of sentiment and feeling may be remarked in 
the score, while the instrumentation is always graceful and 
artistic. The sombre character of the subject will probably 
prevent Werther becoming a popular opera, but it was a fine 
performance. Madame Emma Eames sang and acted charm- 
ingly as the heroine, and M. Jean de Reszké gave a manliness 
to the character of the hero which could hardly be expected 
from the conception of Goethe, who makes Werther a rather 
feeble personage. The other characters had not much interest, 
but the opera was well performed, and Sir Augustus Harris has 
placed it upon the stage with every possible charm of costume, 
scenery, etc. Werther is worth seeing, but it is hardly likely to 
make a deep or permanent impression. The subject lacks 
vigour and depth. 

On the 15th there was a splendid performance of Lohengrin, 
one of the best we can remember. First produced under Liszt 
at Weimar, in 1850, and first heard in England in 1875, Lohen- 
grin still remains the most popular of Wagner’s works in this 
country. It does not depart so widely as others from the style 
of older operas, and it affords splendid opportunities for the 
artists. On this occasion Madame Melba was a delightful 
Elsa, M. Jean de Reszké was magnificent as the hero, and 
M. Edouard de Reszké represented the king with fine effect, 
while Mdlle. Giulia Ravogli appeared as Ortruda with great 
success, and Signor Ancona was an excellent Telramund. Sir 
Augustus Harris always makes Lohengrin splendid as a stage 
spectacle, and it was singularly picturesque on this occasion. 





GERMAN OPERA, 


WHILE Opera‘in Italian goes on at Covent Garden, Drury Lane 
is devoted toa series of operas in German, which commenced on 
Tuesday, the 19th, with Die Walkiire, in which an excellent com- 
pany of artists appeared. As the Italian tongue does not quite 
realise the vigour and energy possible in Wagner’s works, it is 
well to have representations in German, and the Drury Lane 
series will be welcome. 

Siegfried, Tannhiuser, Tristan und Isolde, Fidelio, and our 
old friend, Der Freischiitz, will be heard with pleasure, and 
Herr Max Alvary, Herr Wiegand, Herr Waldmann, and Mr. 
David Bispham will take part in the series, Herr Lohse and 
Herr Feld being the conductors. Fraulein Klafsky will take some 
important character, and the orchestra and chorus will be com- 
plete and efficient. The German opera series at Drury Lane 
should be popular, 


LA NAVARRAISE. 


THERE has been a demand of late for short, fiery dramatic 
operas, and La Navarraise is one of the latest experiments of 
that kind. It is almost savage in its strength, but has some ad- 
mirable music. M. Massenet has, in fact, displayed much greater 
force and individuality in this opera than in Werther. The 
scene is warlike and animated, and is laid in the Basque provinces. 
The General Garrido has been defeated, and expresses his 
desire to have a personal encounter with his antagonist, General 
Zuccaraga. Anita, the heroine—Za Navarraise—enters in- 
quiring after her lover, Arraquil, who is wounded. There is a 
spirited duet between them. Arraquil’s father, Hensigio, is 
next seen, and interrupts the lovers, declaring that his son shall 
not wed a nameless girl without a dowry. They endeavour to 
conciliate him, and the music here has the character of the 
dance called the ‘‘Iota.” The father insists that Anita obtains 
a dowry of 2,000 ducats. News arrives at this point of further 
disasters, and the General Garrido, in a rage, says he would give 
a fortune to anyone who would kill his rival, Zuccaraga. Anita 
hears this, and resolves to obtain the prize. A soldiers’ drinking 
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chorus is here introduced with great effect, with the sound of the 
guitar accompanying. The bivouac takes place, and night falls. 
A beautiful instrumental Nocturne divides the scenes, and the 
music is admirable. Day dawns, and the curtain rises, Anita 
appears terribly agitated, and tells the general that she has 
killed Zuccaraga. Garrido is horrified, but gives Anita the 
reward. Arraquil appears badly wounded. He had followed 
his sweetheart, and is at first very jealous, but he is grieved to 
learn that the money Anita has gained as her dowry is the price 
of Zuccaraga’s life. The lover dies, and Anita becomes insane 
in the sequel. It is a terrible story, but it is redeemed by the 
music, which is wonderfully picturesque and animated. The 
latest opera of Massenet, although crude in subject and savagely 
dramatic, will please, owing to its force and originality. Many 
passages are beautiful and fresh in idea, and are full of ingenious 
and novel effects. 


PHILHARMONIC SOCIETY. 


THE concluding concert of the present season was given with 
great success at Queen’s Hall on the 22nd, when Dvordk’s 
important symphony, ‘‘ From the New World,” was the most 
striking feature of the programme. As may be supposed, 
musicians were deeply interested, and we are happy to 
believe that the charm and interest of the work will remain 
for future performances. There is so much value in the 
work that we hesitate to single out any movement, yet it 
may fairly be said that the Largo made the most vivid im- 
pression. We are told by a friend of the composer that 
this beautiful movement was suggested by Longfellow’s poem 
Hiawatha, Wherever the inspiration came from, the music 
is singularly fresh and charming, and it sounded all the better 
for being so admirably conducted by Dr. Mackenzie. His task 
was evidently undertaken con amore. M. César Thomson is 
rather a virtuoso than a Beethoven player, but his technical 
gifts are very great. The ‘‘ Concerto Pathétique” of Liszt 
was brilliantly rendered by Madame Sophie Menter and 
M. Sapellnikoff. Der Fresschiitz was given instead of the 
overture Ariosto, by Signor Ferroni, the blundering Italian 
copyists having filled the orchestral parts with such grotesque’ 
mistakes that the work could not be played. Madame Amy 
Sherwin sang Handel’s ‘““Ombra mai fu,” and ‘O riante 
Nature,” from Gounod’s /Ai/emon, with excellent effect, not- 
withstanding a slight error in Handel. The concert was a very 
interesting one, and we shall hope to hear a good account of the 
season, which, as a whole, has done the Society credit. 








RICHTER CONCERTS. 

THE reappearance of Dr. Richter at St. James’s Hall on 
Monday, June 4th, attracted a very large audience. The 
novelty was a symphonic poem by Smetana, entitled Vysekrad. 
It was similar to one introduced last year by Dr. Richter. The 
Bohemian composer has great power over the orchestra, and 
many portions of his work indicated high powers as a musician. 
It need hardly be said that it was finely played and finely con- 
ducted by Herr Richter. The overture to Der Metstersinger was 
a great success, and the variations for orchestra by Brahms on a 
theme of Haydn afforded the band a chance of distinction which 
was fully seized upon, to the delight of the audience. The pre- 
lude to Parsifa/ and the Pastoral Symphony of Beethoven were 
rendered to perfection. The execution and the quality of tone 
produced alike deserved the greatest praise. The second concert 
brought as large an audience as ever, although it clashed with the 
production of a new opera at Covent Garden. Dr. Richter had 
made a selection from Berlioz. The overture to the Carneval 
Romain was charmingly played. Bizet’s graceful ‘‘ Suite 
D’Arlessienne”’ was given with delightful effects. The composer 
of Carmen appears to advantage in this suite. The symphony 
was Schubert in C, the flowing melodies being heard with much 
satisfaction. It was an admirable performance. Mr. Edward 
Lloyd, in fine voice, sang the trial and prize songs from the 
Meistersinger in his best style. Mr. Lloyd sang in English, 


ROYAL ACADEMY OF MUSIC. 


ON the 4th a concert was given at St. James’s Hall by the 
students of the Royal Academy of Music, Dr. A. C. Mackenzie 


conducting. The variations for two pianofortes, on a theme of 
Beethoven, by M. Saint-Saéns, opened the concert, and was played 
by Miss Ellen Ogilvie and Miss Florence Winter. One of the 
cleverest solo performances was that of Mr. Donnavell, in a suite 
for flute by Goddard. He displayed great command of the 
instrument, and promises to become an excellent performer. A 
quartet in G minor for strings, by Grieg, was played with com- 
mendable skill by Messrs. G. Walenn, W. H. Read, A. Walenn, 
and B. P, Parker. Various vocal pieces were given by students 
with good effect, and the concert generally displayed the steady 
progress of the Royal Academy of Music. Miss Gertrude Pepper- 
corn, in Raff’s suite for pianoforte, was much applauded for her 
neat and artistic playing. 





WOLFF MUSICAL UNION. 

MUSICAL readers will remember the Musical Union of Professor 
Ella, which was popular some years ago. We have a new Musi- 
cal Union, of which the excellent violinist, M. Johannes Wolff, is 
the prime mover, and some brilliant work has been done. At 
the second concert at St. James’s Hall, M. Saint-Saéns supplied 
the whole of the music, the first item being his trio for pianoforte, 
violin, and violoncello, Op. 18, played by the composer, M. 
Johannes Wolff, and M. Hollman. The trio was heard with 
delight, as was the sonata for pianoforte and violin, not unworthy 
of being named with Beethoven. Three songs by M. Saint- 
Saéns were beautifully sung by M. Eugéne Oudin. The 
quartet, Op. 41, already known to our concert-rooms, ended a 
programme which displayed the abilities of M. Saint-Saéns to the 
greatest advantage. The Musical Union promises to become an 
acquisition to the chamber concert societies of London, and the 
introduction of important novelties is a feature that will be 
appreciated. ‘In some respects it resembles the Monday Popular 
Concerts, but its aims are of the modern school, as might be seen 
by the introduction of a sonata for pianoforte and violin by 
César Franck, a work of great interest and ability, finely played 
and much admired, the slow movement having great beauty. 





MISCELLANEOUS MUSICAL ITEMS. 
Tue avalanche of concerts has been almost too great for the 
most enterprising critic. We have sometimes visited four in a 
day, but generally that has been only half the number. We have 
also had vocal choirs, among them the Swedish choir attached 
to the Young Men’s Christian Association of Sweden; and an 
appeal was made to the audience for funds, on account of the low 
state of the Swedish amateurs’ finances. Whena great genius like 
Beethoven was ill and in difficulty we could understand such an 
appeal, but the amateur choir of a Swedish society had not the 
same claim, and the request caused some mirth and a little sur- 
prise. Another choral society, the Liedertafel of Berne, was well 
received, a certain gaiety of style in the Swiss choralists appear- 
ing to please the audience. The pianoforte recitals of the season 
have been incessant, the most interesting being that of Madame 
Sophie Menter, whose playing seems to have lost nothing of its 
old charm of style and execution. Madame Menter was greeted 
with the utmost enthusiasm, and appears to be as great a favourite 
as ever in London. Students’ concerts have been given by the 
London Academy of Music, the Guildhall School, the Royal 
College, and others, the activity amongst the teaching institu- 
tions being very great. The opera of Carmen was performed at 
Drury Lane by students of the Guildhall School, with very fair 
success, although some other opera would, perhaps, have suited 
them better. Sir Joseph Barnby conducted, and kept his young 
aspirants well together, a deficiency of physical power being the 
worst fault to comment upon. The orchestra and chorus were 
excellent. The students of the Royal College of Music may be 
congratulated on the excellence of their last orchestral concert 
(June 22nd), when the programme consisted of Mozart’s 
** Hafner”? Symphony, his Finale to the third act of Dox 
Giovanni (in which, by the way, the orchestra somewhat over- 
powered the voices), and ‘Tschaikowsky’s now celebrated 
‘* Symphonie Pathétique.” The latter received a wonderfully 
vigorous and able performance under the baton of Dr. Villiers 
Stanford, and was applauded by the crowded audience with 
the greatest enthusiasm. Zhe Sasoche was to have been 





performed at Drury Lane, but owing to the German opera it 
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has been postponed, and no doubt wisely. Tt was a bright, 
pleasing comic opera, as given by M. D'Oyly Carte in 
Shaftesbury Avenue, but Messager’s work hardly takes a very 
high place, though its cleverness may be freely admitted. At the 
third summer concert of the Musical Guild, on June 12th, 
Beethoven’s sonata for violoncello and piano, Op. 5, No. 2, was 
admirably performed by Miss Annie Grimson (piano) and Mr. 
Paul Ludwig (’cello), these artists also joining later with Mr. 
Charles Draper in a thoughtful rendering of Brahms’ Clarinet 
trio, Op. 110. The vocalist of the evening, Mr. John Sandbrook, 
was heard in the somewhat aimless and bombastic prologue from 
Leoncavallo’s Pagliacci, and in two settings of Scotch ballads 
by Mr. A. Davidson Arnott, the first ‘‘ It’s hame, and it’s hate,” 
being particularly commendable for its appropriate character. 
Both vocalist and composer were recalled at the close and warmly 
applauded. Among the shoal of minor concerts during the past 
month, that given by the Chaplin trio at Queen’s Hall, on the 
19th, was really remarkable for an extremely brilliant rendering 
of Dvorak’s fine piano quintet (Op. 81), the instrumentalists 
being Miss Nellie Chaplin (piano), Miss Kate Chaplin and 
Madame Anna Lang (Ist and 2nd violins), Miss Rosabel Watson 
(viola), and Miss Mabel Chaplin (’cello). The last-named young 
lady, who gained First Prize with Distinction at the Brussels Con- 
servatoire last year, also performed in a thoroughly artistic and 
finished manner part of Lindner’s Violoncello concerto, and 
Max Bruch’s ‘* Kol Nidrei.”” Mr. David Bispham’s Schumann 
Anniversary Concert on June 8 had great interest. 








Musical Potes. 


THERE is little to record of the doings at the Grand 
Opéra during the past month save the production, on 
May 25th, of a new opera in three acts, Dye/ma, poem by 
M. Ch. Lomon, and music by M. Charles Lefebvre, who, 
though a Prix de Rome of so far back as 1870, now 
makes his first appearance on an important Parisian 
stage. Unluckily for him, his coadjutor’s libretto is 
singularly silly and undramatic, and M. Lefebvre has had 
little success in dealing with it. Dye/ma is not likely to 
have any run, although several excellent artists—Mmes. 
Caron, and Héglon ; MM. Saléza, Renaud, and Dubulle 
—do their best for it. Gounod’s Roméo et Juliette has 
been revived for Miss Sanderson and M. Alvarez. It is 
said to be definitely decided to give Verdi’s O/¢e//o in the 
autumn, M. Maurel having accepted an engagement to 
play the part of Iago; M. Saléza will take the rdle of 
Othello, and Mme. Rose Caron will be Desdemona. 
After Ovello the Montagne Noire of Mlle. Augusta 
Holmés is to be produced, and her work will be 
looked for with much interest, for she is probably the 
most vigorous and accomplished of living female com- 
posers. If she cannot write a great opera, we may doubt 
whether any woman ever will. Apropos of Ofe//o, it 
should be added that Signor Verdi has promised to write 
a march and ballet for the scene of the Doge’s entry in 
Act III, It is hoped to produce the work early in 
October, for M. Maurel has to leave for America in the 
middle of November. 

AT the Opéra Comique, Fa/staff maintains its position 
well, and seems likely to be a permanent addition to the 
répertoire. Three performances a week are a sufficient 
proof of its popularity for the present ; but a more severe 
test will be when the day comes for a revival. M. 
Danbé, the excellent conductor, has had a narrow escape 
from being seriously burned by the upsetting of a night- 
lamp. A rest of a few weeks will be necessary before he 
will be able to resume his duties. M.Carvalho’s arrange- 
ments for the future are reported to include the production 
of an opera, Xaviere, by M. Th. Dubois ; La Vivan- 
diere, a three-act opera by M. Benj. Godard, the title- 
part of which is intended for Mdlle, Delna ; and a work 





by Paul Vidal. 
and soon after that the season will probably close, 
Delna being due in London before long. a 

A SERIES of operatic performances is to be given 
at the theatre called Comédie Parisienne. The first 
work is to be one by M. Edmond Missa, and is said to 
be founded on Shakespeare’s Cyméeline. It is entitled 
Dinah, This is odd. Cymbeline we know, and Imogen; 
but who is Dinah? If the work be produced, as pro- 
mised, by the end of June, our readers may know sooner 
than we can tell them. 

A GRAND festival in honour of Gounod was given at 
the Trocadéro on June 12 by the Société des grandes 
auditions musicales. There was an orchestra of 250 
players, conducted by M. Jéhin, and the soloists included 
Mmes. Krauss, Deschamps, Bréval, and MM. Clément, 
Lafargue, Fournets, Auguez. Mdlle. Lola Beelth, the 
Viennese artist, happened to be in Paris, and, as a 
mark of sympathy, undertook to sing the grand air from 
The Redemption (Anglicé, “From Thy love as a Father”). 
Over 5,000 persons were present, and the performance 
= un, gratuitously, two days later. But—a guoz 
on } 

THE Académie des Beaux-Arts has assigned the Prix 
Monbinne (3,000 francs, given every two years) to M. 
Alfred Bruneau, presumably for his opera, L’At/ague du 
Moulin; and the Prix Chartier (1,000 francs), for the 
encouragement of chamber-music, to M. L. Boellmann. 

PROBABLY no other country exhibits so much in- 
genuity as Belgium in the discovery of opportunities 
for linking musical composition with exhibitions of an 
historical character. In the representations of medizval 
fétes which are so frequent in Belgium, music has always 
a very important share; and it has just been introduced 
with still greater ingenuity into an historical exhibition of 
the Art of Fencing, which was given at the Théatre de la 
Monnaie. Characteristic scenes of fencing and duelling 
from the tenth to the eighteenth centuries were performed, 
and appropriate music to accompany the different scenes 
was written by several composers of high reputation— 
De Greef, Samuel, Gilson, Dubois, and others; the music 
being in most cases carefully adapted to the style of the 
epoch. The result was brilliantly successful. 

M. OLIVE LAFON, for seven years Director of the 
Theatre Royal of Antwerp, has been appointed Director 
of the Opera House at Nice. 

THE thirtieth annual meeting of the members of the 
Allgemeiner Deutscher Musikverein took place at Weimar, 
the proceedings extending over a whole week, from May 31 
to June 6. The orchestral and chamber-music concerts 
were of rather less interest than usual, nor did the per- 
formance of Liszt’s Christus excite any particular en- 
thusiasm. Interest centred in the operatic performances, 
Humperdinck’s //ansel u. Gretel, Richard Strauss’ Guan- 
tram, which had its second performance on this occasion 
(June 1), and Verdi’s Fa/staf. Of the first and last of 
these it will be enough to say that the audience of con- 
noisseurs collected at Weimar did but ratify the favour- 
able verdict which has everywhere been pronounced on 
the works in question. But Guntram deserves a few 
more words. Richard Strauss, a young man, a native of 
Munich, who has just completed his thirtieth year, has 
already achieved a high reputation both as a composer 
and as one of the very best conductors of Germany. He 
is well known as an ardent champion of the Wagner 
cause, and it was hoped that his opera would show that 
progress on the lines traced by Wagner is quite prac- 
ticable. The result, however, scarcely proves this doc- 
trine, except on the one point that it is possible to write 
music more difficult and exhausting than even that of 
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Tristan or Parsifal. Strauss’ warmest admirers admit 
that, in his next work, he must simplify his style, unless 
he wishes to cut himself away from the stage altogether. 
As no author is named for the libretto, the composer has, 
it is presumed, written his own, and it seems to be a very 
good one, though with perhaps too large an infusion of 
those Schopenhauerish and Buddhistic doctrines which 
Tristan and Parsifal have instilled into the faithful 
disciples of the master. Musically, it is a very skilful 
and excellent example of Wagner’s style, without any 
trace of slavish imitation, and having a certain inde- 
pendence of form in that it has a more considerable 
share of concerted music for solo voices than is found 
in the later works of Wagner. It was naturally much 
applauded; but it is inconceivable that it can ever be 
popular. 

THE Royal Opera House of Berlin has produced two 
novelties, one of which, Smetana’s Verkau/te Braut, 
has been previously heard in Berlin at another theatre. 
Herr Lessmann classifies it as being, with Mozart’s ozze 
di Figaro and Rossini’s Barbiere, one of the three most 
excellent comic operas “ of the old style.” More distin- 
guished in style than the works of Lortzing, more grace- 
ful and refined than the Merry Wives of Nicolai, he 
ranks it with Cornelius’ Barber of Bagdad, to which 
it is superior in vivid freshness and dramatic skill. It 
is high time this interesting work was introduced to a 
London audience. The other novelty was a one-act 
opera by Ferd. Hummel, whose ara had great success 
last year. Opinions vary concerning the new work, 
Angla; for while Herr Lessmann denounces it as un- 
worthy of production, the Mus. Wochendlatt says it 
had a very fair success. 

HANS SOMMER, the composer of the remarkable 
opera of Lorele’, is engaged on a new work founded 
on a story of the old Northmen; the libretto is being 
written by that well-known Wagnerite expounder of 
mysteries, Herr Hans v. Wolzogen. And Richard 
Strauss is also said to have begun upon a new work, 
of a comic sort this time, Zy// Eugenspiegel. 

HERR SAHLA, Hofkapellmeister at Biickeburg, is 
appointed to succeed Richard Strauss, who will shortly 
leave Weimar for Munich. The report of the resignation 
of Herr Lassen at Weimar appears to be unfounded, 
which is lucky for the Weimarites. 

A VERY great change was made, on the production 
of Lohengrin at Munich, on Wagner’s birthday, May 22. 
The date of the action is fixed by Wagner himself as 
during the reign of Henry the Fowler, 919-36; but 
difficulties in the way of reproducing the costumes and 
architecture of that period induced him to consent to the 
period being represented as during the thirteenth century. 
At Munich, however, for the first time, the piece was 
given as taking place at the date fixed by the author, and 
the gain in effect is said to be very great. Herr Less- 
mann acutely points out that the character of Ortrud is 
possible and plausible in the tenth century, when the 
struggle between Paganism and Christianity was still 
being fought out, but almost impossible in the thirteenth, 
when Christianity was triumphant in Western Europe. 
The tenth century will also be adopted as the epoch 
of the play at Bayreuth. 

THE Allg. Musik-Zeitung for June 15 publishes a 
version in modern notation of the ancient Greek Hymn 
to Apollo, lately discovered at Delphi. But Dr. H. 
Reimann’s version differs very considerably from that 
published in the French and English papers, which is 
understood to have the sanction of M. Gevaert. The 
most striking difference is in the tempo, which, according 
to the French version, is §, but Dr. Reimann makes it 8, 





or, grouping in triplets, 2. As we have lately been in- 
formed that the principles of notation of Greek music 
are now fully understood, it is discouraging to find that 
two such learned authorities differ so widely. 

RUBINSTEIN’S Christus was performed for the first 
time, at Stuttgart, on June 2, the first day of the grand 
festival in that town, the composer himself conducting. 
There was an orchestra of about 120, and a chorus of 
nearly 600, including the small chorus of boys’ voices. 
The work achieved such a success as might be anticipated 
in the circumstances; but, as regards its musical worth, 
a critic describes it as too much like an oratorio to be 
a good opera, and too much like an opera to be a good 
oratorio. Herr von zur Mihlen sang the part of Christus, 
and the composer has declared that his execution realised 
his (Rubinstein’s) ideal. The other festival concerts, 
which included only familiar works, were conducted with 
great ability by Herr Zumpe. 

THE Munich fétes in celebration of the three hundredth 
anniversary of the death of Orlando di Lasso were to 
take place on June 14 and 15. Several sacred and 
secular pieces by Lasso were to be sung, along with a 
hymn by Rheinberger in honour of the great Flemish 
composer, and the festival was to conclude with the 
Choral Symphony, the appropriateness of which on this 
occasion is not very obvious, unless it was thought that 
so much music of an old-fashioned sort needed a modern 
antidote. 

AT a late sale of musical autographs in Berlin, there 
were offered some sketches by Gluck for the opera of 
Iphigenia in Tauris (with German words), Weber’s 
Invitation to -the Waltz, manuscripts by Handel and 
Haydn, and the medallion portrait of Mozart by Doris 
Stock (engraved in Grove’s “ Dictionary”). These 
treasures were all acquired by the authorities of the 
new Peters Musical Library at Leipzig, much to the 
delight of patriotic Germans, who feared that they would 
be bought for the British Museum. 

CYRILL KISTLER’S opera Kwnthild was given at 
Stuttgart, on May 24, with much success. The com- 
poser employs Wagner’s method with wonderful skill 
and freedom; but his themes, though melodious and 
interesting, lack the depth and force which characterise 
those of his great original. 

THE third Westphalian Musical Festival took place at 
Dortmund on May 27 and 28. This is one of the youngest 
of the festivals of Germany, the first having been given 
only in 1890, but it seems to be taking firm root. There 
was a chorus of 840, mostly members of Westphalian 
choirs, and an orchestra of 120. The chief works per- 
formed were Lizjah, Brahms’ Rhapsodie from Goethe’s 
Harzreise, Bach’s Suite in D, and the Choral Syuiphony. 
First-rate soloists were engaged—Frau Herzog and Fri. 
Charlotte Huhn, Herr Anthes and Herr Messchaert ; and 
the conductor was Herr Julius Janssen. 

AN Elegy on the Death of a Poodle, described as a 
posthumous work of Beethoven, and said to be printed 
from a manuscript in the possession of Dr. Erich Prieger 
of Bonn, is published by P. J. Tonger of Cologne. Some- 
one says it was probably composed about the same time 
as Adelaide, and thinks there is a certain resemblance to 
that air. 

THE famous violin-virtuoso, Adolf Brodsky, after some 
years’ stay in America, has returfed to Europe, and pro- 
poses to setttle permanently in Berlin. 

HERR JOH. NAP. BECK, the distinguished Viennese 
baritone, has, according to some journals, become a victim 
to religious mania. 

THE Musikverein of Carlsbad proposes to erect some 
simple monument in honour of Mozart’s younger son, 
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whose remains now repose in a churchyard which is 
shortly to be closed, and they are, therefore, to be 
transferred to another ground. The younger Mozart was 
a man of much ability, but has naturally been over- 
shadowed by the glory of his father. It will commend 
his memory to many, if we say that one of his last and 
most favourite pupils was Herr Ernst Pauer. 

THE Mannergesangverein of Cologne has just concluded 
a tour through Switzerland and South Germany, from 
which it has, as usual, reaped both glory and profit. 

HERR PROF. V. BERNUTH has intimated his intention 
to resign the conductorship of the Hamburg Philharmonic 
Concerts next winter. These are the concerts which 
were lately announced as about to be abandoned, but 
which were afterwards reconstituted and started afresh. 
Apparently they are not even yet on a thoroughly sound 
basis. 

DuRING the past season of the Stadtheater at Ziirich, 
forty-two works by twenty-five composers were performed, 
Wagner heading the list with twenty-five performances. 

A NEw opera, La Martire, libretto by lllica, and music 
by S. Samara, was given at the Teatro Mercadante of 
Naples on May 23. It was not a conspicuous success, 
and will not add to the reputation of the author of Flora 
Mirabilis. 

THE “enterprising impresario ” of Italy, Sig. Sonzogno, 
is reported to have commissioned no less than nine operas 
from nine young Italian composers, Mascagni, Leon- 
cavallo, Samara, Cipollini, Giordano, Ciléa, Coronaro, 
Van Westerhout, and Baron Franchetti. We refrain 
from enumerating all the librettists and the titles of 
the works, because, if they ever come to performance, 
it will be our duty to notice them in detail. It may be 
observed, however, that Leoncavallo’s work is that which 
was said to be commissioned by the German Emperor. 

A NEw orchestral and vocal composition by Sig. Leon- 
cavallo was performed at the fifth of the symphonic and 
choral concerts in connection with the Exhibition at 
Milan, on June 3. It is entitled Seva/itus-Serafita, and 
is in three parts: i. Sul Talberg, ii. Le Tentazione, iii. 
L’Assunzione. It is founded on a sketch with the same 
title by Balzac, and is of an extremely mystical, not to say 
unintelligible, character. 

A BUST, in memory of the late Carlo Pedrotti, has been 
placed in the Liceo Musicale of Turin, where the com- 
poser was for many years an esteemed teacher. 

A MONUMENT to Chopin, consisting of an obelisk with 
medallion portrait of the composer, is to be inaugurated 
at Zelazowa-Wola (his birthplace) next month. M. 
Paderewski has contributed so generously that the 
scheme can be realised sooner than was expected. 

In April a new opera, O/uf, by Axel Grandjean, a 
Danish composer of eminence, was produced at Copen- 
hagen, and very favourably received. At the last concert 
for the season a new composition by the aged Professor 
J. P. E. Hartmann, now in his ninetieth year, was exe- 
cuted, and procured an enthusiastic triumph for the 
veteran composer, now the doyex of European musicians. 
The Szgvale, from which we take these particulars, does 
not give the title of the work, which is written for soli, 
chorus, and orchestra. Along with this novelty another 
work of Hartmann’s was given—a selection from his 
music to Borgaard’s Undine, music which, though half 
a century old, is still as popular as ever in the concert- 
room. 

THE geographical section of the Imperial Academy of 
Sciences of St. Petersburg last year sent a committee 
through several of the Russian provinces to collect what- 
ever they could find of Russian Volkslieder. The com- 
mittee now reports that the old Volkslieder are almost 





extinct ; only a few old people ever sing them: every- 
where, in the barracks, the workshops, the fields, the 
cottages, they have been supplanted by commonplace 
tunes imported from all the countries (and music-halls) 
of Europe. Another proof of the fact that the music-hall 
is killing music. Many of the real old folk-tunes of 
Russia are among the most beautiful in the world. 

A SHORT season of German opera is to be given at the 
Metropolitan Opera House of New York in the autumn 
under the conduct of Mr. Walter Damrosch, who is now 
in Europe engaging artists for hiscompany. Herr Alvary 
is said to be already engaged, and the co-operation of 
Mme. Rosa Sucher depends on the consent of the German 
Emperor (the Intendant of the Berlin Opera House is 
probably meant) being obtained. There are also reports 
of another German season to be given a little later, under 
Herr Anton Seidl; but at present this scheme does not 
seem certain of realisation. Both conductors make much 
of their Wagnerite proclivities, and appeal pretty loudly 
for the support of the Wagnerites of New York, without 
whom, it seems clear, no German Opera Company stands 
any chance. 

THE excellent concerts, given annually during the 
summer season at that popular resort of New Yorkers, 
Brighton Beach, are to begin this year on June 30, under 
Anton Seidl, whose programmes are invariably well 
selected. 

THE firm of Breitkopf & Hirtel, having completed their 
unique edition of the works of Palestrina, are now about 
to undertake the publication of a similar edition of the 
works of Palestrina’s greatest rival,"the contemporary 
Orlando di Lasso. It will be edited by two most com- 
petent editors, Dr. F. X. Haberl, Director of the School 
of Church Music at Ratisbon, and Dr. Ad. Sandberger, 
Conservator of the Musical Library at Munich. It is 
contemplated to publish two volumes at least every year ; 
and the first two, the work entitled “Magnum opus 
musicum” (which includes over 500 motets), and a 
volume of five-part madrigals, will be issued in August 
of this year. It is calculated that the edition will, when 
complete, consist of about sixty volumes. 

THE triennial Birmingham Festival will take place 
October 2-5; the principal works to be performed are 
the Etijah, Messiah, a Mass by Palestrina (which—is not 
yet stated ), Berlioz’s Ze Deum, Cherubini’s Grand Mass in 
D minor, with three new works—an oratorio, King Saz/, 
by Dr. C. Hubert Parry, a Stabat Mater by Mr. Henschel, 
and the posthumous cantata of Goring Thomas, Zhe 
Swan and the Skylark. 

LEEDS has followed the example of Manchester in 
having a Musical College of its own. It is a private 
institution under the management of Messrs. Edgar and 
Percy Haddock, and was inaugurated on Monday, June 18, 
with a concert, and an address by Sir Joseph Barnby. 
Besides teaching- and class-rooms, the building has a 
concert-room which will hold an audience of 600. This 
is, no doubt, to a large extent the result of the success of 
the Leeds Festivals, and is a striking instance of how those 
institutions benefit musical art. 

MR. BEN DAVIES will, in the course of the autumn, 
undertake another tour in Germany. He will travel as 
far as Vienna and Pesth, and will give altogether twenty 
concerts. 

THE deaths this month are few and unimportant. The 
list includes Mme. Catherine Penna, soprano voéalist 
(d. June 6); Ernest Thoinan, author of several important 
works on early French musicians ; Enrico Masi, formerly 
second violin of Becker’s famous Florentine Quartet ; 
and Immanuel G. Faisst, one of the founders, and since 
1859 Director, of the Conservatorium of Stuttgart, an 
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excellent organist, composer, and editor—notably with 
Lebert—of the Cotta edition of Beethoven’s piano sonatas. 
He was born 13th October, 1823, and died June 5. Of 
Mile. Alboni, the renowned contralto, who died in Paris, 
on Saturday, June 23rd, we must speak next month. 
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AUGENER'S EDITION. 
CZERNY’S PREPARATORY SCHOOL 
OF VELOCITY 
FOR THE PIANOFORTE. 
100 Selected Studies, Revised, Phrased and Fingered 
by DR. HUGO RIEMANN. 


Complete (Augener’s Edition, No. 8,113), net 3s. 
Or in 3 books (Augener’s Edition, No. 8,113a4c), each, net 1s. 


London: AUGENER & CO., 86, Newgate Street, E.C. ; also 1, Foubert’s 
Place, and 81, Regent Street, W. 


HENRY PURCELL’S SONATAS. 


Arranged for 2 Violins and Pianoforte, and Violoncello (ad dibitusm) 


GUSTAV JENSEN, 


in his ‘ Classische Violin Musik beriihmter Meister des 17ten und 18ten 
Jahrhunderts.” 





s. a. 
s 6 


No. 
7410a The Golden Sonata ... 


net 
Sonata in B minor net 
7430 Sonata in a minor net 1 — 


7431 Sonata in c major net 1 — 


London : AUGENER & CO., 86, an ry E, C: 2; Foubert’s Place, 
and 81, Regent Street, W. 


7429 





Easy Violin Duets. 


MORCEAUX MELODIQUES 


pour deux Violons avec accompagnement 
de Piano (ad libitum) par 


F. HERMANN. 
No. 


5328a Livre a Morceaux Nos, 
ab I, 

5328¢ 

53284 

5328¢ 

5328f 


Net 
I— 
wo I 
ww I 


1 


.- 
wo I 
London: AUGENER & CO., 86, ‘Mecane Street, E. C. 3 
1, Foubert’s Place, and 81, Regent Street, W. 


THE UNIVERSAL 


CIRCULATING MUSIC LIBRARY, 
81, Regent Street, London, W.. 


FOUR DOORS FROM ST. JAMES’S HALL, 


Established in 1853, was, on the 29th September, 1893, trans- 
ferred by the Executors of the late Mr. W. S. B. WooLHOUSE 
to Messrs. AUGENER & Co. 

Messrs. AUGENER & Co. will supply present subscribers to 
the expiration of their subscription with Music from the Stock 
which was transferred to them on the 29th September of last 
year, but they have no liabilities anterior to that date. 

New Subscriptions are taken only for the supply of Chamber 
Music and Instrumental Music in general (except for Orchestra) 
as far as the works are in stock. Subscribers will, however, be 
entitled to any works (Instrumental or Vocal) published by 
Messrs. AUGENER & Co. and contained in their extensive 
catalogues. 





Terms of Subscription. 


Subscribers are supplied with 
Two Guineas’ worth of Music (Full Price) or 
per Annum. One Guinea (Net Price) at a time, which 
28 Shillings may be exchanged once a week ; or with 
per Half-year. / pour Guineas’ (Full Price) or Two Guineas’ 
16 Shillings (Net Price) worth of Music at a time, which 
per Quarter. may be exchanged every month ; or 
8 Shillings Six Guineas’ (Full Price) or Three Guineas’ 
per Month. (Net Price) worth of Music, which may be 
exchanged every two months, 


2 Guineas 


At the end of the Subscription, Subscribers may select from 
Messrs. AUGENER & Co.’s own print Catalogues only to the ex- 
tent of the amount of one-half of their Subscription at full price, 
or one quarter of the amount at net price. 


THE SUBSCRIPTIONS MAY COMMENCE AT ANY TIME. 


Cheques payable to Order of AUGENER & Co., crossed *‘ London & 
Midland Bank,” and Letters to be addressed to AUGENER & Co., 
81, Regent Street, London, W. 


Subscribers buying Music will have the usual Discount. 


LIBRARY FOLIOS 2s. 6d, EACH. 








REGULATIONS. 


. The Subscription, which may begin at any time, is due in advance, and 
at the ement of every q Term. 

. All expenses attending the carriage to and from the Library are to be 
defrayed by the Subscriber. The music must be packed flat. 

. Subscribers should send in Lists containing at least doud/e the number 
of Works they wish to be supplied with. 

. Ordersmust be received at least one clear day before the day of exchange, 
and all written communications and parcels must bear the Subscriber’s 
name and address in full. 

. The Presentation Music must be taken immediately at the expiration of 
each Subscription. 

The Subscription continues, and new Subscriptions will be charged, as 
long as any Library Music remains in the Subscriber’s possession. 
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NEW PIANOFORTE PIECES BY 


EDOUARD SCHUTT. 


PELE-MELE. 3 Morceaux pour Piano, Op. 4. 


No. 1. En campagne.. 

. Solitude -_ 

. Petite sérénade - 

. Arrivée du Prince Charmant 
Préambule du bal... 

Pas lent o 

. Un peu coquette 

. Finale .. 


DEUX BLUETTES. 


London: AUGENER & CO., 86, Newgate Street, E.C. ; 
1, Foubert’s Place, and 81, Regent Street, W. 


LI tt toall 


os ayy pr 


(Pritre du Matin, et Au Soir) ... 





DORFMUSIK (Rustic SCENES). 


18 CHARAKTERISTISCHE STUCKE 
FUR DAS PIANOFORTE VON 


RICHARD KLEINMICHEL. 


Op. 56, 
1. Hochzeitszug (Wedding Procession) 
2. Hansel und Gretel beim Tanz (Hans and Grete dancing) .. 
3. Am Spinnrocken (Spinning) ry 
+ Fahrende Siinger (Wandering Minstrels) 
5. Jagergruss (Hunter’s Greeting) .. 
4 Beim Zitherspiel (Cither-playing) 
7. In der Kunstreiterbude (At the Circus) 
8. Die Post kommt (The Post is coming) 
g. Feierabend (Evening Rest) a 
to. Erntefest-Reigen (Harvest Festival Dance) . 
1t. Die Miihle am Bach (The Mill on the Brook) 
12. Bruder Studio (The Student) ‘ 
13. Landmanns Morgengesang (Peasant’s Morning Song) 
14. Handwerksburschen-Lied (Journeyman’s Song) 
15. Kirchgang (Going to Church) . _ 
16. Durchziehende Truppen (Passing Troops) ee 
17. Kirmess (Kermess).. oe 
18, In der Dorfschenke (At the Village Inn) a “a ji 
London: AUGENER & CO., 86, Newgate oan, E. c.; 3 
1, Foubert’s Place, and ’1, Regent Street, W. 
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AUGENER’S EDITION of 


SYMPHONIES 


JOSEPH HAYDN. 
Arranged for the Pianoforte by MAX PAUER. 


he tad Pianoforte 


uet, ‘alo. 
Edition No. Edition No. 

No. 1, in E flat (mit dem siepeacrigmae 8 
2,in D major ... 

3, in & flat a eve 

4, in D major* 

5, in D major .., 

6, in G major (mit dem Paukenschiag) 

7, inc major ... ie 

8, in B flat major 

, in C minor ... 
10, in D major ... 
11, in G major (Militaire) 
12, in B flat majort 


Price, each, 1s. net. 





* Also published for Flute (or Violin), 2 Violins, Alto, Violoncello and 
‘ontrabass (No. 7131), net, 45. 

+ Also ces for Flute (or Violin), 2 Violins, Alto, Violoncello and 
Contrabass (No. 7135), net, 55. 


Arrangedsby GUSTAV JENSEN, 


London: AUGENER & CO., 86, Newgate Sent E.C,; also 1, Foubert’s 
Place, and 81, Regent Street, W, 





80 MELODIC STUDIES FOR THE VIOLIN, 
in the first position for advancing pupils. 


By RICHARD HOFMANN. 
Op. go. Augener’s Edition No. 5666a,4. 2 Books, each 1s, net. 


** These studies will, we think, pre ve acceptable and useful to teacher and pupil alike. 
To the teacher, the careful and skilfut gradation of difficulties, and the admirable manner 
in which the various methods of bowing are introduced. will be specially accep abie, 
while the pupil will thorougny appreciate the mel ious pleasing character of the exer- 
cise he is required to practise. Throughout the first twenty-four studies, minims and 
crotchets only are used, no quavers or semiquavers appearing until the twenty-fifth aod 
forty-fifth studies respectively, and as an Faeanee ef the creful grading above -eferred 
to, it should be noticed that Nos. 1 to 3 of Book 1 are exercises on two strings, Nos. 4 and 
§ on three strings, and Nos. 6 and 7 on four strings, played with first, second and thica 
fin. ers, the use of the fourth finger being deherved ¢ until Study 14 is reache+. The bow- 
ing is carefully marked throughout, various methods being frequentl suggested for the 
same study, and, in some cases. a sh rt preparatory exercise ix prefi-ed, in order to 
facilitate the execution of that which follows. A mos¢ commendable feature of the work 
to our mir.d, is that all directions and ‘nstructions are given in three linguages, viz, 
English, Frenc», and German." —The Salon, May, » 

«These are pood studies, and from first to last they are as tuneful as could be des'red. 

. The studies are in every way excellent.”—Strings, March, 1894. 
London: AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s 
Place, and 81, Regent Street, W 


ORTRAGSSTUDIEN. Eine Sammlung 


hervorragender und beliebter Tonstiicke alter Meister fur Violine 
mit Begleitung des Pianoforte bearbeitet von 


GUSTAV JENSEN. 


1. J. S. BACH. Air und Gavotte aus der p dur Suite fir Orchester 
2. JOS. HAYDN. Serenade... ee oe ° ee 
7 — Adagio recitativo .. 
4. JEAN MARIE LECLAIR. Sarabanda und Tambourino 
5. F. M. VERACINI. Menuet .. ee ee 
6. G. TARTINI. Larghetto(G moll) .. ee 
7. J. B. SENAILLE. Aria (c moll) 
8 G. TARTINI. Andante cantabile aus Sonate vit 
9. —— Giga in p dur 
ro. L. VAN BEETHOVEN. Remenss in o dur. 
11, ——— Romanze in F dur. Op, 50. 
12. P. RODE. Air Varié. Op 1o. o¢ 
13. J.S. BACH. Andante aus aud Senne Seis 2. « 
14. W. A. MOZART. Larghetto aus dem Clarinetten — 
15. G. B. MARTINI, Siciliana ee ‘ ad 
16. —— Gavotta 


177 MOZART. Romanze aus der m Nachtmusik” - ‘fiir Streich- 
Orchester - 
“The valuable ainaien of* Vortragsstudien," edited by Gustav Suen now rincludes 
Beethoven's two romances, ides other pieces of the violinist’s re 
Rode’s famous air and the like. They are most carefully prepare 
students, and will be found of the greatest service.”—7he Zimes, August 18th, 1893. 


London: AUGENER & CO., 86, Newgate Street, E.C. ; also 1, Foubert’s 
Place, and 81, Regent Street, W. 
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NEW VIOLONCELLO STUDIES. 


12 KLEINE ETUDEN 


ohne Daumenaufsatz fiir Violoncell. 


Short Studies for the Violoncello without thumb positions, by 


CARL SCHROEDER. 


Augener’s Edition, No. 7,779. Price 1s. net. 


“ This I'ttle bok of easy studies for violoncello is apparently the result of «n intimate 
— sintance with the requirements of a teacher of the instrument. They are essen- 
tiaily of ate hnical character, and embrace studie; in bowing, fingering, arpeggi, shifting, 
skipping strings, gliding the ‘finger, the springing stroke, &c. 40 teacher aud student 
alike they will prove invaluable, and it is with pleasure we notice the appearance of works 
which are designed to lig.ten the arduous work of those who give pract'cal instruction in 
playing on stringed instruments.”—Monthly Musical Record, April, 1894. 


London: AUGENER & CO., 86, Newgate Street, E.C. ; 1, Foubert’s Place, 
and 8x, Regent Street, W. 


oul at the Opening of the New Building of the 
Royal College of Music. 


MUSIC: AN ODE. 
Poem by A. C. SWINBURNE. 


Set to music for Soprano Solo, Chorus, and Orchestra by 
CHARLES WOOD. 
Vocal Score (Augener’s Edition, No. 9105) price 2s, net, 


London: AUGENER & CO., 86, Newgate Street, E.C,; also 1, Foubert’s 
Place, and 81, Regent Street, 
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NEW PIANOFORTE STUDIES. 


12 MELODISCHE ETUDEN 


zur Bildung der Gelaufigkeit, des Rhythmus und Vortrags. 


Melodic Studies for the development of technique, rhythm, and 
style in Pianoforte Playing 


RICHARD KLEINMICHEL. 


Op. 57. (CONTINENTAL FINGERING.) 
Augener's Edition, No. 6192a,4,c, 3 Books, each, net, 1s. 


“In spite of the nuerous studies already published, such works as the above will 
always be welcome and beneficial to the pianotorte student, Each study presents a 
different phase of techoical execution, and notice must te specially directed to the clever 
velocity study, No. 1, with its difficult but most useful fingering, requiring the smooth 
passage of the thumb under the fingers, or of the fingers over the thumb, in a somewhat 
unusual fashion, which will demand not a little care and attention on the part of the 
player. "—The Salon, May, 1894. 

* We have every reason to believe that these studies will rank high as an educational 
work, and that teachers will recognise their utility as soon as they become acquainted with 
them. The degree of difficulty is about that of Czerny’s Kunst der Fingerfertigkeit.” 
—Monthly Musical Record, April, 1894. 

AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s Place, and 
81, Regent Street, W., London, 


| She CHARACTERISTIC PIECES in Canon, 
for the Pianoforte, by CHARLES WOOD, 


Op. 6. No.1, inc; 2, in A minor; 3, in F; 4, inc. 
Price 3s. each. 


AUGENER & CO., 86, Newgate Street. E.C.; 1, Foubert's Place, and 
81, Regent Street, W., London, 


SILHOVETTES 


pour piano par 
PERCY PITT. 


Op. 4. 
1. Scéne de ballet... ms pee rae > See 
2. Feuillet d’Album : I/- 
3. Etude Mignonne 3/- 


AUGENER & CO., 86, Newgate Sweet E.C.; 1, Foubert’s Place, and 
81, Regent Street, W., London. 











i, eed WORKS by IGNAZ LACHNER :— 


Op. 92. 3 Sonatinas for 3 Violins— 
No. 1, in B flat major 
2, in G major .. 
3 in A.. 


52934 
52936 
5293¢ 


net 
net 
net 


Op. 93. 3 Morceaux de Salon pour Violon et Piano— 
Nocturne ‘o os s* ae a net 
net 


net 


75114 
75115 
75t1C 


Tarantelle .. 
Danse des matelots - 


Op. 94. Deux Morceaux de Salon pour Violon avec Piano— 


No. t. Siesta os 
2. Grande Polonaise .. 


Op. 95. Vier Klavierstiicke— 
No. x. Ander Quelle... 
2. Nordisch oe 
3- Gondelfahrt 
4 Freude ° 
Op. 96—98. 3 Sonatinas for 2 Violins— 
No. 1, in A major. oF 96 


2, in D major. Op. 97 ais 

3, in B flat major. Op. 98 . os 
Op. g9—I0r. 3 Sonatinas for Violin and Piano— 
No, 1, in A major. 


2, in B flat major. 
3, in G major. 


5621 
5622 
5623 


75°93 
754 
75°5 


. 99 Se be <“ net 
‘Op. 100 os oe net 
Op. 101 ee net 
Op. 102—103. 2 Trios for Violin, Viola and Pianoforte :— 
Grand Trio in & flat. Op. 102 . oo 
Grand Trio inc. Op. 103 
Op. 104. Quartet for 2 Violins, Viola, and Violoncello 
Op. 105. uartet for 2 Violins, Viola, and Violoncello 
Op. 105. Quartet for 3 Violins and Viola 


5277 
5278 
7217 
7218 
7219 


net 4 
met 4 
net 2 
net 2 
net 2 


London: AUGENER & CO., 86, Newgate Street, E.C.; also at 
1, Foubert’s Place, and 81, Regent Street, W. 





AUGENERS EDITION 
OF THE PIANOFORTE MUSIC 


SELECTED BY THE ASSOCIATED BOARD OF 
The Royal Academy of Music and 
The Royal College of Music 


LOCAL EXAMINATIONS IN MUSIC. 18938-1894. 


In ONE SHILLING VOLUMES. 


B.—LOCAL SCHOOL EXAMINATIONS 
—a DIVISION. 


UDIES AND 4 PIECES IN 
AUGENER'S EDITION. No. 6134¢. Price 1s., net. 
ConTENTS 3 
List A. 
STUDIES: BERTINI, Op. 29, No. =! wy 
BERENS. Op. 61, No, 8, 1 


PIECES: BEETHOVEN. 6 Vaslatlons Ae Nel cor pid.” 
List B. 
STUDIES: CZERNY. Op. 636, 3 No. 24, in c. 
BERENS. Op. 61, No, 13, in A minor. 
PIECES: a —— in F. Op. 20, No. 3 (1st movement). 
ingly, 2 
REINECKE. = Phalénes. No. 8 Singly, rs. 


List C. 
STUDIES: LEMOINE,  Novoy io “— No. 11, inc. Singly, 1s. 
0. 375 
PIECES: MOZART. Sonata in Sires movement). Singly, 2s. 6d, 
HIGHER DIVISION. 
5 STUDIES AND 5 Pecks IN 
AUGENER'S EDITION, No. 6135c. Price 1s., net. 
ConTENTS : 
List A. 
STUDIES: CZERNY. Op. 299, No. 24, in D. 
LOE SCHHORN. Op. 67. No, 11, in A minor. 
PIECES: REINECKE. Tanzlied. Op. 88, No. 4. Singly, 2s. 


List B, 
STUDIES: CRAMER. No. 65, in £ minor, 
PIECES: He ART. Sonata in A (xst movement). 
ISZT. Consolation in £, No. 5. 





Singly, 3s. 


Singly 38. 
Singly, 2s. ; 


List C. 
STUDIES: FR Ss. Lee Three-part Invention in a minor. 


No, 13. 


OY. Op, 120, No. 13, inc. Singly, rs. 


DUV 
PIECES : HUMMEL. Rondo in b flat. Op. 107. Singly 3s. 
ANTON STRELEZKI. Minuet i Fantiqne. Singly, 3s. 


London: AUGENER & CO., 86, Newgate Street, E.C.; 1, Foubert’s 
Place, and 81, Regent Street, W. 
AUGENER’S EDITION 


OF THE 


Studies & Pieces for the Pianoforte 


contained in the Syllabus of the 


INCORPORATED SOCIETY OF MUSICIANS 


for Examinations in Music, 1894. 


Preliminary Grade. 

Augener’s Edition, No. 6,481a. Price Is., net. 
(Schmitt, Preparatory exercises ; Kuhlau, Allegro and Andante 
from Sonata in C major ; Schumann, Schnitterliedchen.) 
Elementary Grade. 

Augener’s Edition, No. 6,481. Price Is., net. 
(Schmitt, Preparatory exercises; Bach, Petit Prelude; J. B. 
Cramer, Le petit rien.) 

Intermediate Grade. 

Augener’s Edition, No. 6,481c. Price 1s., net. 
(Clementi, Gradus ad Parnassum, Nos. 14 and 7; Bach, 
Preambule in G ; Mozart, First movement of Sonata in F.) 
Advanced Grade. 

Augener’s Edition, No. 6,481d. Price Is., net. 
(Czerny, 2 Studies, Op. 740, Nos. 39 and 50; Handel, Fugue 
in F, from 2nd suite; Beethoven, Sonata, Op. 22, ‘E 

movement. ) 


London: AUVGENER & CO., 86, Newgate Street, E.C., also 1, Foubert’s 
Place, and 81, Regent Street, W. 
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EBENEZER PROUT'’S 


THEORETICAL Works IN AUGENER’S EDITION. 


Demy 8vo. 





Augener’s 


a 
No. 
9182. 


ARMONY: ITS THEORY AND*“ 
PRACTICE. By EBENEZER PROUT, B.A., Lond 
Professor of Harmony and Composition at the’ Royal 
Academy of Music, &c, Sixth Edition ooo 
98a KEY TO “HARMONY: ITS THEORY 
AND PRACTICE.” Second Edition eo 
982% ADDITIONAL EXERCISES TO E. 
PROUT’S “HARMONY: ITS THEORY AND 
PRACTICE.” Second Edition eo 
98% KEY TO THE ADDITIONAL EXER- 
CISES TO E. PROUT’S “ HARMONY.” Second Edition 


OUNTERPOINT: STRICT AND 


FREE. By EBENEZER PROUT, B.A. Lond., Pro- 
fessor of Harmony and Composition at the _— emai 
of Music, &c. Fourth Edition ... ove 


9838 ADDITIONAL EXERCISES TO 
E. PROUT’S ‘“COUNTERPOINT: STRICT AND 
FREE,” with Melodies and Unfigured Basses for Har- 
monising. Second Edition ose 


ooo we 5/- 


2/- 


nn 1/6 





9183. 





xt, [)OUBLE COUNTERPOINT AND 


CANON. By EBENEZER PROUT, B.A. Lond. 
Professor of Harmony and Composition at the Royal 
Academy of Music, &c, Second Edition 


ee eee ose 





UGUE. By EBENEZER PROUT, B.A. 


Lond., Professor of Harmony and Composition at the 

Royal Academy of Music, &c. ond Edition... 

9186. FUGAL- ANALYSIS: A Companion 
“Fugue.” Being a Collection of Fugues put ry? Score and 
Analysed. By EBENEZER PROUT, B.A. Lond, Pro- 

fessor of Harmony and Composition at the Royal Academy 


of Music, &c, Second Edition ... 
9x87 M USICAL FORM. By EBENEzER Prout, 
‘ B.A, Lond., Professor of Harmony and Composition 

at the Royal Academy of Music, etc. Second Edition 


9185. 


to 


ooo oo - oo 





s/- 





« ~~ 





grand result of research, poken opinion, and wide knowledge.” — 
Musical Standard, May gth, 1892. 


“It would be impossible to overrate the value of Mr. Prout'’s labours in the important 
series of theoretical books from his pen, now being issued by Messrs. Augener & Co. 
The labours of Mr. Prout in placing a weil-considered series of works on the 
various beancien of the art of making music deserve grateful recognition. It must not 
be overlookea that the work done is not only thorough, but, to use a modernexpression, 
*up to date’; so that the student guided by Mr. Frout finds himself in the hands of one 
who can be learned without being pedantic, and never fails to see that which is practical 
and useful through the medium of that which is theoretical or speculative.”—Musical 
News, May 13th, 1892. 


“From zesthetic studies, in which there is more than a difference of tastes to confuse 
the to turn to the five volumes with which the Professor of 
Harmony at the Royal Academy d 
pat of musical composition 





of Music has is of the th 
e believe that he has follawed the only true method of 
laying down theoretical rules in music—namely, by founding them ‘upon the actual 
practice of the great masters.’ his is, perhaps, the most valuable features of 
the the illustrative pl e taken exclusively and ey from the works 
of the greatest masters - from Bach snd Handel—with whom modern harmony may 
said to begin, down to the present oa) e text also is clear and  —aeeamaa 
and by its insistence in defining shows the experience of a practical teacher. 
Westminster Review, January 1893. 


“The series of theoretical kp writtea by Ebenezer Prout will prove of inestimable 
service to teacher and scholar alike. . In leading students through paths trodden 
by our musical ancestors the skilful guide never fails to point out objects of interest to be 
met with on the way. . As text-books, Mr. Prout’s theoretical treatises 
will doubtless take the position of standard works.”—Daily Telegraph, March 
17th, 1853. 

‘* For several years now the author has devoted his attention to the preparation of text- 
books, the features of which have been the clearness with which the subjects treated of 
have been set forth, the mass of knowledge compressed within their covers, and the 
numerous examples to illustrate the text, drawn from all sources, showing an immense 
amount of research on the part of the distinguished writer, All these books have been 
heartily welcomed by musicians, and have become standard works in this and other 
countries,’ on Times, October aust, 1893. 


erhaps the most remarkable series of musical text-books ever issued."— 
Weekly Dispauhe January 7th, 1894. 


“The motto on all of Mr, Prout’s treatises might be ‘ Musical instruction made easy.’ 
Thanks to him, students can now gain really large acquaintance with the works of all 
the acknowledged masters, ancient and modern, Without the trouble and expsnse en- 
tailed in the purchase and study of the scores,"—<d thenaum, April 14th, 1894. 








faa of E. Prout’s Text-books (continued )— 


he most practical series of text-books on the subjects of musical 
theory ont placed | before the public.”—d¢heneum, August ano 2h 
ein ve. A monumental series of educational works.”—Atheneum, April 


London: AUGENER & CO, Newgate Street, E.C.; also at 
1, Foubert’s Place, ay 81, Rooms Street, W. 


DR. H. RIEMANN’S 


CATECHISMS IN AUGENER’S EDITION. 
Crown 8vo. 


ATECHISM OF MUSICAL insteie 


MENTS (Guive to Instrumentation). In paper 
covers, net, 2s. 








- ~ - ~~ oe - ~ 


CATECHISM OF MUSICAL HIS- 


oe Siany of Bute ene, and History of Tae 


net, 2s, 
Part {he History of Monel Foe ia pian 


In Paper 





‘overs, net, =: 


ATECHISM OF PIANOFORTE 


PLAYING, In paper covers, net, as. 


R. RIEMANN’S ANALYSIS OF BACH’S 
48 PRELUDES and FUGUES (Wohltemperirtes Klavier), 
Translated from the German by J. S. Shedlock, B.A. 


g20s. Part I. 24 Preludes and Fugues. In paper covers, net, 2s. ... 
9206. Part II. 24 Preludes and Fugues. — In paper covers, net, 2s. ... 


ATECHISM OF VIOLONCELLO 
PLAYING. (in the Press.) 


London: AUGENER & CO., 86, Newgate St., E.C.3 & x, Foubert’s Place, W. 
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AUGENER’S EDITION, No. 9,200. 


DICTIONARY OF MUSIC 
DR. HUGO RIEMANN. 


Translated by J. S. SHEDLOCK, B.A, 

g200a Part I. (A. to BECK). 
g2005 Part II. (Beck£ to CHACONNE). 
gaooe Part III. (CHapwick to DISSONANCE). 
g20od Part IV. (Distincro to FUNDAMENTAL BASS). 
gece Part V. (FUNDAMENTAL CHORD to HANDEL). 
g200f Part VI. (HANDEL to JuPin). 

Each Part price Is., net, 


Rremann’s Dictionary is a 
which avoids all that is superfluous, It wil 
of noteworthy musicians and writers on music of the past and present, with 
criticisms of their works, but also a complete description and Eissory of all 
musical instruments, an easily intelligible exposition of musical theory, 
definitions of musical art-expressions, etc. It will appear in fourteen parts, 
at One Shilling each, which will bind in one handy volume. That which 
distinguishes Riemann’s Dictionary from other dictionaries is unity and 

y of st t, which is only attainable if one and the same 
author writes an entire work, but not if a number of contributors 
compete, who are of different opinions and variously gifted. Riemann has 
long since, by his striking and many-sided literary activity, given proof of 
his entire ability to cope with the task of compiling a work of this encyclo- 
pedic nature. His dictionary contains, in convenient alphabetical order, 
so to speak, the sum and substance of the results of his researches in the 
most varied ranges of musical science, ¢.g. the history of notation, the 
theories of rhythm (phrasing), harmony and form (analysis), musical 
zesthetics, etc.; it is therefore adapted to serve as an introduction to his 
musical pedagogic reforms. The problem of presenting established facts in 
a concise and clear manner has here been brilliantly solved. 

“*MESSRS. AUGENER are bringing out pe deck, a handy edition of Dr. H. Riemann’s 
* Dictionary of Music,’ translated by Mr. Shedlock, and furnished with additional matter 
by the author, So far as the first instalment goes, the work has n excellently done, 
especially in the matter of just allotment of space. Such literary treatises as appear in 
the great dictionaries of Mendel or Grove do not come within the scope of a work like 
this, but ¢o.the ordinary student the newly issued dictionary will be pt cholate vane, 
and the name of the translator—who may be sus; cted of having gy: more my 
translator's rt in the compilation of the English bt 
accuracy and thorough research.”—7he New Quarterly Musical oie ‘Aug gust, or hong 

London: AUGENER & CO., 86, Newgate Street, E.C. ; 
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6172 GURLITT, CORNELIUS. Stammbuchblitter 


(Album-leaves). 6 kleine Tonstiicke. Op. 204. 
C. . «net r— 
HAYDN, J. “Symphonies. “Arranged by} ‘Max Pauer :— 
6183g No.7,inCmajor... ... ew. Met r— 
61834 8, in B flat major ... .. net r— 
HIRSCH, THEODOR. Der “lustige “Zigeunerbub. 
The Merry Gipsy Boy. Vortragsstiick ... 3— 
LINCKE, PAUL. Sternleinam Himmelszelt. Salon- 
stiick. Op. 121 oo = 
SCHUTT, EDOUARD. Deux Bluettes, (Pridre du 
Matin, et Ausoir) ... $= 


STRELEZKI, ANTON. Fiinf leichte Klavierstiicke 
im Tanz-Form, wen 220 :— 


No. 1. Mazurka .. si ue ae ave aaa 
2. Valse... és ees ove eee a 
3. Polka ... ove ooo ove oe ~- 3= 
4. Minuet ove ove oe eee ove mn = 
5. Galop... wes a es ste w. 3= 


PIANOFORTE DUET. 


69262 GURLITT, C. Bunte oe ~ of varied hues). 
Kleine Tonstiicke. Op, 163, Book I, (Husaren- 
marsch, Gavotte, Trauermarsch, Humoreske) net 1 — 

ROSSINI. Overture ‘‘ Elisabetta” ... es . 5S 


ORGAN. 


9814 BACH, J.S. Organ Works. Edited by W. T. Best 
(Oblong Folio): Vol. XIV. The Great Choral- 
Preludes. Nos. 19 to24  ... os wo. net 2— 
No, 19. An Wasserfliissen Babylon. 

20. Valet will ich Dir geben. 

21. Aus tiefer Noth schrei’ ich zu Dir, 

22. Allein Gott in der Hoh’ sei Ehr’. 

23. Jesus Christus, unser Heiland, 

24. Vater unser im Himmelreich. 


VIOLIN AND PIANOFORTE. 


75632 ro JOSEPH L, Croquis musicales. 
Morceaux. Cahier I. (A l’antique, Mazurka- 
Caprice, Simple Mélodie) ... se .. net I— 


STRELEZKI, ANTON. L’Absence. Mélodie ... 3 — 


INSTRUMENTAL. 


CHATTERTON, J. B. Fairy Duets for Harp and 
Pianoforte, from Mendelssohn's ‘* Midsummer 
Night's Dream” :— 

78852 Book I. Selections from the Overture and Finale net 1 — 
78856 », Il, Notturno and Wedding March ... net 1 — 
KREUZ, EMIL. The Violist. A series of progress- 

ive pieces for Viola and Pianoforte. Op. 13 :— 
7636f Book VI. Sonata in A minor ... «. net r 6 
SCHROEDER, CARL. Classische Violoncell- Musik, 
Classical Violoncello Music, by celebrated masters 
of the 17th and 18th centuries, arranged for Violon- 
cello with Pianoforte accompaniment :— 


5502 J.B. Breval, Sonatal. (Cmajor) .. .. net 1— 
SCHUBERT, F. ‘‘Am Meer,’’ arranged for Viola 
and Pianoforte by Emile Thomas... ... 0 «. 3— 


Novelties (Continued)— s. @& 


VOCAL MUSIC. 

HEALE, H, Operatic Choruses arranged for female 
voices, with cegoer dl accompaniment, and 
adapted to English words :— 

From Lortsing’s “ Zar und Zimmermann,” 
4174 ~Bridal Chorus, All dear Nature’s children sweet. 
or 3;part = dp ses ahd net —3 
4175 Chorus, Farewell ye sylvan crew. 3-part. net — 3 
4176 —— Allhailtotheethou firstof May. 3-part net — 6 

SHARPE, HERBERT F. Six two-part Choruses for 

female voices with Pianoforte accompaniment. 


Op. 63 
41274 Morning (Shakespea re)... ae os .. net —6 
41276 To Daffodils (Herrick) .. bad . Met —3 


STRELEZKI, ANTON. "Cradle Song (Wiegenlied) 3 — 


BOOK ON MUSIC. 


9179 GOODWIN, AMINA. Practical Hints on the 
Technique and Touch of Pianoforte Playing. 
Second Edition. Bound in limp cloth .., net 2 6 


AUGENER & Co., London. 
City Chief Office: 86, Newgate Street, E.C. 


West End Branches: 1, Foubert’s Place, 
& 81, Regent Street, W. 


Cheques and Post Office Orders payable to the order of Augener 
& Co., and to be crossed ‘‘ London and Midland Bank, Limited.” 


Telegraphic Address-AUGENER, LONDON. 


6 LEICHTE TONBILDER. 


EASY TONE-PICTURES 
FOR THE VIOLONCELLO. 


WITH PIANOFORTE ACCOMPANIMENT BY 


G. GOLTERMANN. 





Op. 118, 
No. 1. Abendlied. Evening Song .. oe oo ot oe +. 3/- 
2. Trauer. Mourning . a oe “ se ee 3/* 
3. Freud und Leid. Joy and Sorrow .. re i ba ee 3/- 
4- Leichter Sinn, Light-hearted eo as ee eo eo 3/* 
5 Zufriedenheit. Contentment.. oe eS ee ae oo 
6. Entsagung, Resignation .. - 3/ 


London: AUGENER & CO., 86, nae ieee E. C.3 
1, Foubert’s Place, and 81, Regent Street, W. 











CONTENTS. 


PAGE 





Mr. Louis B. Prout’s ‘* Harmonic ANALysis.” By Dr. CHARLES 


W. PEARCE ... oe eee ove an tie ee pn a 
Henri HERZ in AMERICA... ine see eco a ee 
Tue OrGaAN Works oF J. S. BAcu. EpiTEp sy W. T. Bgst. 

By Sreruen S. STRATTON. (Continued) . « oo 348 


Stupiges 1n Mopern Opgra: A Course oF Lecrunss DELIVERED 
IN THE PuiLosopHicaL InsTiTuTION, EDINBURGH, By 
FRANKLIN PETERSON. (Continued) . es 149 
Tue PianororTE TEACHER: A Coutacrion OF Anticuzs ln 
TENDED FOR EpuCATIONAL Purposes, CONSISTING OF 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MODERN 
Pisces wiTH REGARD To DiFFicuLTy, AND SUGGESTIONS AS 
TO THEIR PERFORMANCE. By E, Paver. (Continued) <o 3G 
Lgetrrer From LErPzic.. ee ee oo 198 
Our Music Pacgs: G. Gourenmann’s °F LaicuTe "Tonniuper” 
FOR VIOLONCELLO AND se ane Op. 118, No. 1, “‘ EVENING 


Juty NoveELTiEgs OF Avoauas &Co. .. ee * oe +. 168 








lished essrs. ENER Newgate Street, in the City of London. Printed by Messrs. Cassgtt & Company, Limited, 
_ atin ne sean La Belle Sauvage, Ldgate Hill, London, E.C. ‘ 





Sonc” ne oe eee 153 
REVIEWS OF New " Music AND , New Epitions « ee ee ee eo 153 
Operas AND CONCERTS ee oe oe ee oe ee ee 159 
MusicaL NorEs.. oe oe ee ee oe oe ee 16% 








q 
s 
s 
c 


em 44 Oe Des: 





